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PREFACE. 


THE  object  of  this  little  handbook  is  to  aid  the  student  of 
Counterpoint,  both  by  supplying  information  on  the  subject  in  a 
concise  form,  and  by  affording  opportunity  for  testing  knowledge 
that  may  have  been  acquired  by  means  of  questions  and  answers 
bearing  on  the  different  details  of  the  art. 

The  author  ventures  to  hope  that  the  catechetical  process  will 
no  more  fail  in  his  hands  and  in  connection  with  this  subject  than  it 
has  failed  in  other  hands  and  other  spheres  of  instruction  ;  and 
should  it  p  ove  of  the  service  which  he  thinks,  himself  justified  in 
expecting,  his  object  will  have  been  achieved. 

The  catechism  may  be  used  by  itself,  as  an  introduction  to  the 
subject,  or  in  conjunction  with  the  larger  treatises  of  Cherubini  and 
other  universally  acknowledged  authorities. 

The  reader  is  advised  to  seek  for  further  answers  to  questions 
and  solutions  of  difficulties  in  the  examples  that  are  given  of  the 
different  species  of  Counterpoint. 

LONDON,  September,  1893. 
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COUNTERPOINT   CATECHISM. 


CHAPTER   I. 
PR^ElMINARY. 

Q.  What  is  counterpoint 

A .  The  art  of  adding/one  or  more  parts  above  or  below  a  given 
part  called  the  subject.  It  is  the  combination  of  two  or 
more  melodies,V  sometimes  containing  interesting  devices 
and  ornaments ;  the  whole  being  founded  upon  a  correct 
framework  of  harmony. 

Q.  From  what  is  the  word  counterpoint  derived  ? 

A.  From  the  Latin  Punctum  contra  punctum  (point  against 
point). 

Q.  State  two  general  divisions  into  which  counterpoint  may  be 
classed. 

A.  Simple  counterpoint  and  double  counterpoint. 

Q.  What  is  simple  counterpoint  ? 

A.  That  in  which  the  vocal  parta  are  intended  to  be  performed 
as  they  stand. 

Q.  What  is  double  counterpoint  ? 

A.  That  in  which  the  vocal  parts  may  be  inverted,  so  that  the 
higher  may  become  the  lower,  and  vice  versa. 

Q.  Is  not  counterpoint  also  divided  into  various  orders  or 
species  ? 

A.  Yes  ;  there  are  five  orders  or  species  of  counterpoint. 

Q.  What  is  the  canto  fermo  ? 

A.  The  subject  or  theme  given  for  contrapuntal  treatment^ 

Q.  In  how  many  parts  may  the  counterpoint  be  written  ? 

A.  In  as  many  as  eight  parts,  and  even  more. 

Q.  What  is  strict  counterpoint  ? 

A.  Counterpoint  containing  only  diatonic  progressions,  discords 
only  being  admitted  as  suspensions  or  passing  notes. 

Q.  What  is  free  counterpoint  ? 

A.  That  class  of  composition  which  is  founded  on  modern 
harmony.  It  admits  of  dissonances  and  chromatic  pro- 
gressions unknown  in  the  older,  style,  and  it  may  appro- 
priately be  termed  "  part-writing  in  the  modern  style." 
This  style,  however,  must  on  no  account  be  introduced 
into  exercises  on  counterpoint  as  generally  understood. 


CHAPTER  II. 

TWO-PART  COUNTERPOINT— FIRST  SPECIES. 
"  Nota  contra  notam." 

Q.  The  intervals  used  in  counterpoint  are  divided  into  three 
classes.  Name  them. 

A.  Perfect  Concords,  viz.:   The  octave,  perfect  fifth,  and  unison 
Imperfect  Concords,  viz.:  The  major  and  minor  third,  and  the 

major  and  minor  sixth. 
Diatonic  Discords,  viz. :  The  major  and  minor  second  ;  the 
perfect  and  augmented  fourth;  the  diminished  fifth;  the 
augmented  fifth  on  the  mediant  of  the  minor  key;  the  major 
and  minor  seventh ;  the  major  and  minor  ninth.  It 
should  be  understood  once  for  all  that  an  interval  may 
be  taken  in  another  octave  without  losing  its  numerical 
designation.  For  instance,  a  third  may  be  taken  as  a 
tenth,  and  the  fifth  as  a  twelfth. 

Q.  What  is  the  first  species  of  counterpoint  ? 

A.  It  consists  of  adding  to  the  canto  fermo  or  given  theme  notes 
of  equal  duration  ;  semibreves  are  usually  made  use  of  for 
this  purpose,  and  only  the  perfect  and  imperfect  concords 
are  used  in  the  first  species  of  counterpoint. 

Q.  With  regard  to  counterpoint  in  general,  are  there  not  certain 
rules  applying  to  the  separate  parts  and  to  their  combina- 
tion ? 

A.  Yes  ;  there  are  laws  relating  both  to  melody  and  to  harmony. 

Q.  Is  it  correct  to  proceed  by  means  of  an  augmented  fourth  in 
the  melody  of  the  counterpoint  ? 

A.  No;  the  tritone  or  augmented  fourth  is  generally  forbidden 
in  melody. 

Q.  May  we  progress  by  means  of  an  imperfect  fifth  in  counter- 
point ? 

A.  Yes,  provided  the  next  note  returns  within  the  limit  of  the 
said  interval  or  beyond  it. 

O.  May  arpeggio  passages  be  used  in  the  counterpoint  ? 

A.  Such  progressions  are  best  avoided,  and  when  used  they 
should  not  include  discords,  as  the  augmented  fifth, 
seventh,  or  ninth. 
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COUNTERPOINT.  3 

Q.  Are  repetitions  of  passages  of  notes  desirable  in  the  counter- 
point ? 

A.  No  ;  the  effect  of  such  repetitions  is.  monotonous. 
Q.  What  is  to  be  generally  observeckwith  regard  to  a  wide  skip,i 

such  as  an  octave  ? 

A.  That  it  should  not  be  followed  by  another  skip,  or  even  any 
movement  in  the  (same  direction,  but  a  return  should  be 
made. 

Q.  Is  a  skip  allowable  after  a  scale  passage  in  a  similar  direction  ? 
A.  Very  seldom.     But  it  depends  on  the  form  of  the  passage 
the  place  of  the  accent.     Each  case  may  be  tested  by 
effect  produced,  whether  good  or  bad. 
Q.  Are  consecutive  fifths  and  octaves  allowable  ? 
A.  No;  they  are  utterly  forbidden  in  similar  motion,  and  only 
sparingly  admitted  in  contrary  motion  when  writing  for 
many  parts. 

Q.  Can  hidden  fifths  or  octaves  be  employed  ? 
A.  Fifths   and   octaves   between   the   outer  parts  must  not   be 
approached  by  similar  motion,  or  what  are  termed  hidden 
fifths  or  octaves  will  be  produced.     Writers,  ancient  and 
modern,  however,  sometimes  ignore  this  rule,  especially 
at  the  final  cadence,  or  when  the  upper  part  moves  to  a 
fifth  by  the  step  of  a  second,  or  when  a  fifth  taken  by  skip 
belongs  to  the  same  harmony  as  the  preceding  chord. 
Q.  May  the  parts  cross  each  other  in  two-part  counterpoint  ? 
A.  It  is  not  desirable,  notwithstanding  the  examples  by  great 
masters  ;  neither  should  a  lower  part  proceed  to  a  higher 
note  than  the  previous  note  of  a  higher  part,  or  a  higher 
part  proceed  to  a  lower  note  than  the  preceding  note  of  a 
lower  part. 

Q.  What  intervals  are  permitted  in  the  first  species  ? 
A.  Consonant  intervals  only,  and   they  should,   if  possible,   be  1 
chosen  with  a  view  to  the  suggestion  of  what  would  be  J 
complete  and  suitable  harmonies,  if  the  parts  were  more  - 
numerous. 

Q.  What  implied  chords  may  be  used  in  the  major  mode  ? 
A.  Those  on  the  first,  second,  fourth,  fifth,  anosixth  degrees  of 
the  scale,  in  their  root  positions  and  first  inversions  ;  and1 
the  chords  on  the  third  and  seventh  degrees  of  the  scalel 
in  their  first  inversions  only.     Trie  chord  of  the  mediant . 
is,  however,  not  objected  to  by  all  theorists. 
Q.  What  implied  chords  may  be  used  in  the  mir^t.mode  ? 
A.  Those  on  the  first,  fourth,   fifth,  and  sixth  degrees   of  the    I 
scale,  in  their  root  and  first  inversions,  the  chords  on  the 
second  and  seventh  degrees  in  their  first  inversions  only. 
A  chord    in.  its  first   inversion  is  also   admitted  on  the 
flattened  seventh  of  the  minor  scale. 


COUNTERPOINT. 


Q.  What  is  sequential  counterpoint  ? 

A.  That  in  which  a  passage  of  melody  or  succession  of  harmony 
is  reproduced  several  times  at  higher  or  lower  intervals. 
When  one  part  is  melodically  in  sequence,  it  offers  an 
opportunity  for  harmonical  sequence.  Thus : — 


Q 

\ 

*^> 

y 

"-? 

(fL>            f^ 

fr~ 

"^> 

1  —  '  " 

- 



^-) 

-1  F- 

4  —  i  — 

—  i  —  i  —  1| 

t7 

&c. 

M"~ 

CT  " 

1 

Q  



rj 

-T7—  H 

^^^* 

r^ 



II 

It  should  be  mentioned  that  in  the  repetition's  of  a  sequence 
skips  of  the  tritone  and  imperfect  fifth  are  open  to  no 
objection. 

Q.  How  should  a  two-part  exercise  commence  and  close  in  the 

first  species  ? 

If  the  counterpoint  is  above,  it  should  commence  with  the 
unison,  octave,  or  fifth,  and  close  in  the  octave  or  unison 
preceded  by  the  leading  note.  The  rest  of  the  bars  may 
contain  thirds  and  sixths,  with  the  fifth  occasionally  for 
the  sake  of  variety.  The  octave  is  in  itself  undesirable 
as  weakening  the  harmony,  but  it  may  occasionally  be 
admitted  if  very  valid  reasons  present  themselves  for  its 
use.  Whenjthejcounterpoint  isJb^low^itimisJL£ojQirjaence 
witrLau~octave  or^urribon.  "Tnefifth  "below"  is  obviously 
unavailableat  the  commencement,  because  it  would  not 
belong  to  the  harmony  of  the  tonic. 

Q.  How  many  thirds  or  sixths  should  be  employed  in  succession  ? 

A.  Not  more  than  three  thirds  or  three  sixths,  and  even  these 
should  be  disposed  so  as  to  escape  false  relation  of  the 
tritone. 

Q.  What  is  false  relation  of  the  tritone  ? 

A.  False  relation  occurs  when  two  notes  in  different  parts 
produce  a  tritone  in  the  same  or  in  two  contiguous  bars. 
This  interval  should  be  avoided  in  two-part  counterpoint 
of  this  order,  whether  as  a  skip  in  melody,  an  interval  in 
harmony,  or  as  a  relation  between  the  two  parts. 

Q.  When  is  the  false  relation  of  the  tritone  tolerated  ? 

A.  In  successions  in  which  little  harshness  of  effect  is  apparent, 
more  particularly  when  one  part  skips. 

Q.  Should  the  skip  of  a  major  sixth  be  used  ? 

A.  The  old  masters  objected  to  the  skip  of  a  major  sixth  in 
counterpoint.  A  minor  sixth  is,  however,  tolerated  in  the 
first  species. 


COUNTERPOINT. 


Q.  What  motions  are  to  be  preferred  in  writing  counterpoint  ? 
A  .  Contrary  or  oblique  movement.     Similar  motion  is  generally 

to  be  avoided,  not  only  as  weaker  in  effect,  but  as  tending 

to  forbidden  progressions. 
Q.  What  is  the  meaning  of  Ottava  Battuta  ? 
A,  An  accented  octave.     When  the  upper  part  -moves  by  skip 

and  the  lower  part  moves  one  degree,  the  progression  is 

termed  Ottava  Battuta,  and  is  forbidden  even  by  contrary 

motion. 

Q.  Does  this  rule  apply  to  two-part  counterpoint  only  ? 
A.  No.     It  holds  good  with  regard  to  the  highest  and  lowest, 

whatever  may  be  the  number  of  parts. 

OTTAVA  BATTUTA. 
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The  unison  so  taken  is  still  more  objectionable  : — 
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Some  instances  of  the  objectionable  Ottava  Battuta  are  given 
below : 
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Some  examples  of  the  species  of  counterpoint  which  forms  the 
special  subject  of  this  chapter  are  now  given  as  models  : 


FIRST    SPECIES— TWO   PARTS. 
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N.B. — At  the  points  marked  *  it  will  be  observed  that  Cherubini 
has  thought  fit  to  disregard  the  rule  against  false  relation. 
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CHAPTER  III. 
TWO  PART  COUNTERPOINT— SECOND  SPECIES 

Q.  What  is  counterpoint  of  the  second  species  ? 

A .  The  art  of  adding  a  part  which  shall  consist  of  two  or  three 

notes  against  each  note  of  the  canto  fermo. 
Q.  How  should  the  first  bar  of  the  counterpoint  begin  ? 
A .  With  a  perfect  interval ;   and  it  is  considered  more  graceful 

when  the  counterpoint  does  not  begin  simultaneously  with 

the  subject,  but  after  a  minim  rest. 
Q.  What    intervals    should    the   second    and   succeeding    bars 

contain  ? 
A .  The  first  note  in  each  bar  should  be  consonant,  the  second 

note  (or  notes   if  there  be  three)  may  be  consonant  or 

dissonant ;   but  if  dissonant  they  must  be  approached  and 

quitted  by  degree  or  step — that  is,  without  skip.     This 

order  may,  therefore,  be  considered  as  more  especially  a 

study  of  passing  notes. 
Q.  May  the   octave   or   unison   be   used   in   the  course  of  the 

counterpoint  ? 
A .  Yes  ;  the  octave  and  even  the  unison  may  be  inserted  on  the 

unaccented  beat. 
Q.  When  the   fifth  of  the   implied   root  preceded  by   the   root 

used  below  the  canto  fermo  suggests   the   chord   of  the 

"six-four" — 


is  it  contrary  to  rule  ? 
A .  Not  if  the  progression  of  the  harmony  to  and  from  the  same 

bar  is  free  from  objection. 
Q.  May  the  parts  cross  ? 
A .  Yes ;  more  freely  in  this  species  than  in  the  first ;  but  the 

license  should  not   be  adopted  without  good  reason,  01 

continued  for  more  than  a  bar  or  two. 
Q.  May  discords  be  used  on, the  accented  beats  ? 
A.  A  discord  taken  and  left  without  skip  may  occasionally  be 

used  on  the  accent   for   the  sake  of  preserving  a  good 

melodious  progression.     Such  licenses  are  nevertheless  to 

be  used  with  great  discretion. 


COUNTERPOINT. 


Q.  May  consecutive   fifths  and  octaves  or  unisons   be  used  in 

this,  the  second  species  ? 
A.  They  should  not  be  used  between  the  accented  portions  of 

the  bars,  neither  are  they  allowable  between  the  unaccented 

parts  Of  two  bars,  unless  one  or  the  other  is  produced  by  a 

passing  note  ;  or,  if  by  skip,  in  contrary  motion  with  the 

other  part. 
Q.  Should  identical  repetitions  of  passages  be  avoided  in  this 

species  ? 
A.  Certainly. 

Q.  What  final  cadences  are  recommended  in  this  species  ? 
A  .  Those  given  below.    They  apply  to  the  concluding  bars  only  ; 

for  tonic  cadences  should  be  avoided  in  the  preceding  bars 

of  an  exercise. 
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CHAPTER  IV. 
TWO-PART  COUNTERPOINT— THIRD  SPECIES. 

Q.  What  is  counterpoint  of  the  third  species  ? 

A.  It  is  produced  by  adding  a  part  having  four,  six,  or  eight 
notes  of  equal  value  to  each  note  of  the  canto  fer mo. 

Q.  What  intervals  should  be  used  in  this  species  ? 

A.  The  first  note  in  each  bar  should  be  consonant,  the  others 
may  be  consonant  or  dissonant  (that  is  to  say,  notes 
belonging  to  or  foreign  to  the  chord).  If  dissonant,  they 
must  be  treated  as  passing  notes,  and  taken  and  left  by 
degree  or  step.  It  is  also  more  elegant  to  begin  the 
counterpoint  of  the  first  bar  with  a  crotchet  rest  than  to 
commence  on  the  first  beat. 

Q.  If  the  counterpoint  ascends  or  descends  by  seconds  for  three 
or  four  notes  in  succession,  is  it  admissible  to  skip  in  the 
same  direction  to  the  accented  note  ? 

A .  No  ;  but  a  skip  may  be  taken  at  the  beginning  of  the  bar. 
Various  rules  have  been  given  for  such  cases,  but  a  safe 
plan  of  action  will  be  to  adopt  what  is  found  good  in  effect, 
and  reject  what  is  uncouth  and  harsh. 

Q.  When  two  passing  discords  follow  each  other,  how  should  the 
last  be  treated  ? 

A.  It  should  proceed  in  the  same  direction  until  it  reaches  a 
consonance  in  the  same  or  in  the  following  bar. 

Q.  Are  consecutive  fifths  and  octaves  allowed  in  this  species  of 
counterpoint  ? 

A.  No  ;  and  they  must  not  even  occur  between  the  first  beats  of 
successive  bars,  or  between  the  minor  accents  (third 
crotchets)  of  successive  bars  ;  they  are,  however,  often 
inevitable,  and  consequently  allowable  between  an  un- 
accented crotchet  and  an  accented  crotchet,  as  may  be 
seen  by  an  examination  of  examples  in  standard  treatises. 

Q.  May  the  tritone  be  used  harmonically  or  melodically  in  this 
species  ? 

A.  The  tritone  is  objectionable  in  two-part  harmony,  except  as  a 
passing  note,  and  it  must  not  occur  as  a  false  relation 
between  the  two  parts.  It  may  be  included  in  a  melodial 
passage,  provided  that  the  two  sounds  are  covered  by  a 
note  or  notes  going  beyond  it  and  preventing  it  from 
being  heard  at  the  extremes. 
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Q.  May  the  parts  cross  ? 

A.  It  is  allowable  to  cross  the  parts  should  it  be  required  for 

the  sake  of  convenience  or  effect;    such  license  should, 

however,  be  of  brief  duration. 


FINAL  CADENCES. 


Major. 

C.F. 

9  _  

C.F. 

k  j 

?     i     1   J   J  | 

-&- 

~    -                            _, 

Minor. 
C.F. 

83  H 

}  J  *  *— 

C.F. 


Hrr 


THIRD  SPECIES—  TWO  PARTS. 


Counterpoint. 


-  H'  LEW[S' 


^  (\.  r  J  J    | 

^K                                  -  ^ 

j  i  j  j  u  r  r-H  J  J  r  r  I 

543         3893         36      7'     6        3456 
Canto  fermo. 

!<*"D                                          1 

s^;  (*  —  £3  — 

°                    

1 

L/       p                        — 

lii                                                                                       1 

/K  h  *  *  P- 

-_P  1  J  J  C^  

-^  1  1  1  !  — 

—  0  J—                —  J  *  *— 

6345           6398          3456          8 

Sr*\'         d                                                  1                                                                                                                                                                ~| 

m  H  «  TT  — 

Canto  fermo. 


J.  H.  LEWIS. 


\$T~$  1 

<^ 

0 

U^  1 

823      56 

Counterpoint. 

Lf  ^  r  p  r  r  M-+- 

7      8 

~~i  —  f~ 

3 

1 

6 

=t= 

7      6 

=F^ 

6768 

v^'^  r  i  r  i 

z    *^ 

J   J 

•    j 

•     * 

__j  p  —  f— 

COUNTERPOINT. 


3432          678365438 

3=a=Jr 


Minor, 

Counterpoint. 


J.  H.  LEWIS. 


E=t 


565          3983  3436          6765 


Canto  fermo. 


T^VV-td-fT4"           —  *- 

f  ir— 

-]  —  br^~ 

-ra  1 

/k  p  i?  ET  q*    J  —  h- 

—  h  E  h  *- 

^j      •    H^    H 

-—  

3985 

—  I  1  {-.  j 
6763 

3456 

8 

/^\  •            <r^ 

(v*J  •;    J 

fj 

<^ 

-^^T>  

Canto  fermo. 


ALBRECHTSBERGER. 


1 


868        3556        6865  /3    456       3856 


Counterpoint. 


6876        3634        6876        3435        3855 


u 


IQ; 


6856       6786        6788       3543 


COUNTERPOINT. 

Six  NOTES  AGAINST  ONE,  GROUPED  IN  Twos. 
Counterpoint. 


J.  H.  LEWIS. 


58765      398876 


32345 


Canto  tcrmo. 


/  ri  rrf" 

^  r  r^^ 

^  —  H 

-^  —  i  —  '  —  I  —  |  —  1  —  '  — 
%J 
676567 

367876 

—  *  [  I        — 

657656 

H 

/>jN  •        -O    • 

H 

A^— 

—  ^  

o  . 

Six  NOTES  AGAINST  ONE,  GROUPED  IN  THREES. 

J.  H.  LEWIS. 


Minor. 
Canto  fermo. 


l(D"    4--Q- 


T  i  I  i  r"P  l  i 


87676    678234     654398    323434 

Counterpoint. 


I 


1 


— 


U 


687676       387823       343543        8 


*  Changing  notes. 


CHAPTER  V. 
TWO-PART  COUNTERPOINT-FOURTH  SPECIES.   (SYNCOPATION.) 

Q.  What  is  counterpoint  of  the  fourth  species  ? 

A.  This  form  of  counterpoint  consists  of  writing  tied  concords 
and  suspended  discords  to  a  given  canto  fer mo. 

Q.  How  should  the  counterpoint  of  the  first  bar  he  commenced  ? 

A,  Generally  with  a  minim  rest,  followed  by  a  perfect  concord 
on  the  unaccented  part  of  the  bar. 

Q.  Should  the  first  notes  of  the  succeeding  bars  form  concords 
or  discords  ? 

A.  The  first  notes  may  be  concords  or  discords.  It  is  best  to 
employ  discords  by  suspension.  In  either  case  a  tie 
(causing  a  syncopation)  will  join  the  unaccented  note  of 
one  bar  to  the  accented  note  of  the  next. 

Q.  How  should  the  suspended  discord  be  resolved  ? 

A.  On  the  second  note  of  the  bar,  which  should  be  a  concord. 
The  latter  then  serves  to  prepare  the  succeeding  discord, 
or  form  syncopation  with  the  succeeding  concord. 

Q.  What  suspensions  are  employed  in  this  species  when  the 
counterpoint  is  above  ? 

A.  The  seventh  resolving  to  the  sixth  (the  best  to  use),  the 
fourth  resolving  to  the  third,  and  the  ninth  resolving  to 
the  eighth.  The  latter,  however,  is  scarcely  admissible 
into  two-part  counterpoint,  excepting  occasionally  when 
both  parts  move  one  degree  in  contrary  motion,  as  in  the 
following  example  : — 


This  is  nevertheless  to  be  avoided  when  better  means  are 

possible. 
Q.  What   suspensions  are  employed  when   the   counterpoint  is 

below  the  canto  fermo  P 
A .  The  second  resolving  to  the  third  or  the  ninth  resolving  to 

the  tenth  are  the  best  to  use.     The  fourth  suspending  the 

fifth  is  scarcely  available  when  writing  in  two  parts. 
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Q.  What  other  suspensions  are  used  ? 

A.  The  imperfect  fifth  on  the  leading  note,  and  the  fifth  on  the 
mediant,  when  either  ascends  to  the  sixth,  are  allowable  ; 
but  the  student  will  do  well  to  treat  all  others  as  though 
altogether  disallowed.  Syncopated  concords  are  of  course 
available,  as  may  be  seen  by  the  given  examples. 

Q.  Are  consecutive  fifths  and  octaves  allowed  in  this  species  ? 

A.  No ;  they  should  be  avoided  on  the  unaccented  beats  even  when 
apparently  covered  by  suspensions  of  discords  or  syncopa- 
tion of  concords.  The  latter  are,  however,  the  less 
objectionable.  The  student  should  bear  in  mind  the  rule 
that  suspensions  do  not  save  consecutive  fifths  or  octaves. 
They  do,  however,  save  what  would  be  hidden  consecutives 
were  the  syncopation  absent.  Consecutives  are  therefore 
computed  from  the  unaccented  beats,  and  they  may  in 
this  order  be  admitted  without  objection  on  the  accented 
beats. 

Q.  Is  it  ever  necessary  to  break  the  order  of  the  syncopation  ? 

A.  Yes.  It  is  allowed  in  case  of  difficulty  to  break  one  syncopa- 
tion occasionally,  using  two  minims  of  the  second  species 
instead.  This  indulgence  is  seldom  justifiable  however, 
and  should  only  be  adopted  for  one  bar  at  a  time. 

Q.  What  final  cadences  belong  to  the  fourth  order  ? 

A.  They  are  given  below  : — 
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CHAPTER   VI. 

TWO-PART  COUNTERPOINT— FIFTH  SPECIES. 
Contrapunctum  Floridum. 

Q.  What  is  counterpoint  of  the  fifth  species  ? 

A .  That  in  which  the  various  kinds  of  counterpoint  are  combined. 
It  is  termed  florid  counterpoint. 

Q.  What  are  the  chief  essentials  for  this  species  ? 

A.  Those  which  exhibit  variety  and  brightness,  combined  with 
force  of  style. 

Q.  How  should  the  first  bar  be  commenced  ? 

A.  With  a  minim  rest  followed  by  a  minim  which  may  be  synco- 
pated. This  is  the  most  desirable  form  to  start  with  ;  but 
the  counterpoint  may  begin  in  other  ways — for  instance, 
With  a  crotchet  rest  followed  by  three  crotchets.  The 
student  had  best  lean  to  the  most  accepted  custom. 

Q.  May  dotted  notes  be  used  ? 

A.  A  dotted  minim  on  the  first  beat,  followed  by  a  crotchet  or 
two  quavers  ;  or  a  minim  on  the  second  beat,  followed  by 
a  dot  on  the  other  side  of  the  following  bar  line,  may  be 
used.  The  latter,  however,  is  the  same  in  effect  as  a 
minim  tied  to  a  crotchet  in  the  next  bar.  Dotted  semi- 
breves  or  dotted  crotchets  are  seldom  used. 

Q.  Can  quavers  be  used  ? 

A.  Two  quavers  may  appear  on  the  unaccented  beat  occasionally, 
as  an  ornament,  but  it  is  not  advisable  to  introduce  them 
twice  in  the  same  bar.  They  are  nevertheless  sometimes 
so  found,  in  which  case  they  occur  on  the  second  and 
fourth  beats  of  the  bar.  Four  quavers  are  even  found  on 
the  third  and  fourth  beats,  but  such  liberties  are  best 
shunned,  at  least  by  the  student.  Quavers  must  never 
be  taken  or  left  by  skip. 

Q.  What  notes  should  be  tied  ? 

A.  When  a  minim  is  placed  at  the  end  of  a  bar  after  shorter 
notes,  such  as  two  crotchets,  it  should  be  tied  to  the  first 
note  of  the  following  bar.  Even  when  two  minims  are  in 
a  bar  it  is  preferable  that  the  second  minim  should  be  tied. 
Syncopated  notes,  as  before  explained,  will,  of  course,  be 
tied. 
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Q. 
A. 


What  kind  of  final  cadence  or  close  should  be  used  ? 

The  close  should  generally  be  in  the  fourth  species,  but  there 
is  sometimes  an  exception  to  this  rule,  when  the  fourth 
species  is  ornamented  in  the  way  shown  below.  This 
feature  is,  however,  more  suitable  for  the  body  of  the 
exercise  than  for  the  conclusion. 
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CHAPTER   VII. 
THREE-PART    COUNTERPOINT— FIRST    SPECIES. 

Q.  What  harmonies  are  permitted  in  this  counterpoint  ? 

A.  Only  major  and  minor  common  chords  and  the  chords  of  the 
sixth. 

Q.  May  tne  triad  with  the  diminished  fifth  be  used  ? 

A.  Not  in  its  root  position,  but  in  its  first  inversion  it  may  be 
used.  The  diminished  fifth  then  appears  between  two 
upper  parts  and  not  with  the  bass. 

Q.  What  harmony  should  the  first  bar  contain  ? 

A .  When  the  canto  fermo  is  placed  in  the  lowest  part,  the  first 
chord  may  be  complete;  but  this  is  not  always  compatible 
with  a  natural  progression  to  the  succeeding  chord,  and 
therefore  the  commencement  may  be  made  with  a  chord 
consisting  of  an  octave  and  fifth  to  the  bass,  or  an  octave 
and  third,  or  tenth  (which  is  considered  the  same  thing), 
or  the  start  may  even  be  made  with  octave  or  unison 
alone.  When  the  canto  fermo  is  in  the  highest  part,  the 
lowest  part  should  be  in  the  octave  with  it,  and  a  fifth  or 
third  or  eighth  in  the  middle  part. 

Q.  What  chords  should  be  used  after  leaving  the  first  bar  ? 

A.  Common  chords  and  chords  of  the  sixth. 

Q.  Are  consecutive  fifths  and  octaves  allowed  ? 

A.  -No  ;  they  are  altogether  forbidden. 

Q.  Are  hidden  fifths  and  octaves  allowed  in  three-part  counter- 
point ? 

A.  They  should  be  strictly  avoided  between  the  extreme  parts, 
and  only  admitted  between  an  extreme  and  inner  part 
when  the  upper  of  the  two  parts  in  question  moves  one 
degree. 

Q.  What  chords  are  preferable  when  the  canto  fermo  is  in  the 
lower  part  ? 

A.  Triads  should  be  chosen  as  much  as  possible. 

Q.  When  complete  harmony  is  not  possible,  one  note  will  be 
found  doubled — of  what  notes  should  the  chord  in  that 
case  consist  ? 

A .  The  bass  note,  its  octave,  and  either  the  fifth,  or  the  sixth,  or 
the  third. 

Q.  Is  the  false  relation  of  the  tritone  admissible  in  three-part 
writing  ? 

A.  Not  between  the  extreme  parts,  except  in  such  cases  as 
would  be  allowable  in  two-part  writing.  But  it  is  tolerated 
by  contrary  motion  between  an  inner  and  an  extreme 
part. 
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Q.  What  harmony  should  the  last  bar  but  one  contain  ? 

A.  Complete  harmony — that  is,  chords  containing  their  three 
constituent  intervals.  When  the  canto  fermo  is  in  the 
upper  or  middle  part,  the  last  chord  but  one  will  be 
represented  by  the  figure^  g,,and  when  the  canto  fermo  is 
in  the  lowest  part  the  chord  should  be  that  of  a  |. 

Q.  What  harmony  should  the  last  bar  contain  ? 

A .  This  will  depend  upon  the  regular  progression  of  the  previous 
chord.  In  all  instances  the  last  chord  will  be  incomplete — 
i.e.,  an  octave  and  fifth,  or  ortherwise  as  circumstances 
permit. 

Q.  Are  fourths  allowed  in  this  counterpoint  ? 

A.  Not  with  the  bass;  but  they  may  occur  between  the  two 
upper  parts. 

Q.  Will  all  the  rules  set  forth  in  two-part  counterpoint  remain  in 
force  in  three-part  counterpoint  ? 

A.  In  three-part  counterpoint  the  rules  are  not  so  severe  as  in 
two-part,  but  it  is  advisable  to  observe  them  as  far  as 
possible  when  writing  in  three  or  more  parts. 

Q.  What  motion  should  be  used  ? 

A.  In  melody,  conjunct  motion  should  be  more  generally  used  ; 
and  the  parts  should  preferably  move  in  contrary  or 
oblique  rather  than  in  similar  motion  with  each  other. 

Q.  What  are  the  best  cadences  for  three-part  counterpoint  of  the 
first  order  ? 

A .  They  are  given  below  : — 
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*  Hidden  fifths  between  extreme  parts,  though  here  used  by  Fux,  should  not 
be  admitted  into  the  exercises  of  students. 
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CHAPTER  VIII. 

THREE-PART  COUNTERPOINT— SECOND  SPECIES.   (TWO  MINIMS 
AGAINST  A  SEMIBREVE.) 


Q.  Will  the  rules  laid  down  for  the  second  species  in  two  parts 
apply  equally  to  this  ? 

A.  Yes  ;  they  should  be  adhered  to  as  far  as  possible. 
Q.  How  should  the  first  bar  be  commenced  ? 

A.  The  canto  fermo  and  the  part  containing  the  semibreve 
should  begin  together  with  a  perfect  concord.  It  is  well 
for  the  other  part  to  begin  with  a  minim  rest.  It  is, 
however,  allowable  for  the  three  parts  to  begin  together. 

Q.  What  harmonies  are  used  in  the  second  and  succeeding  bars? 

A.  The  major  and  minor  common  chords  and  the  chord  of 
the  | ;  and  as  far  as  possible  these  chords  should  be  com- 
plete on  the  accented  portion  of  the  bars.  The  student 
should  avoid  doubling  the  third,  sixth,  or  octave  at  the 
accented  part  of  the  bar,  especially  in  similar  motion. 
The  unison  is  also  to  be  avoided  on  the  accented  beat. 

Q.  May  the  parts  cross  ? 

A.  They  may  occasionally,  especially  when  the  parts  are  in 
different  species.  But  this  license  should  not  be  admitted 
for  more  than  a  bar  or  two. 

Q.  May  syncopation  be  used  ? 

A.  It  may  be  introduced  in  the  last  bar  but  one,  as  in  the  fourth 
species,  but  its  use  is  seldom  desirable. 

Q.  How  should  the  second  half  of  the  bar  be  written  ? 

A.  In  strict  accordance  with  the  rules  laid  down  in  the  second 
species  in  two  parts. 

Q.  May  the  canto  fermo  be  placed  in  any  part  ? 
A.  Yes 
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Q.  How  should  the  last  bar  but  one  be  written  ? 

A.  If  the  canto  fermo  be  in  the  lowest  part  the  voice  taking  the 
semibreve  will  sing  a  third  in  the  last  bar  but  one  and  a 
fifth  or  major  third  in  the  last  bar.  The  third,  however, 
is  not  always  necessary  in  the  final  bar,  except  where  it 
appears  in  the  highest  part.  When  the  canto  fermo  is  in 
the  highest  part  (or  middle  part)  the  final  chords  should 
be  written  in  the  best  position  allowable  by  the  regular 
progression  of  the  notes  of  the  preceding  harmony. 

Q.  What  are  the  final  cadences  for  this  species  ? 
A .  They  are  given  below : — 
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(Other  forms  are  sometimes  used,  but,  being  less  satisfactory, 
are  not  given  here  as  models.) 


*  In  accordance  with  ancient  custom,  when  a  third  comes  in  the  final  chord 
it  may  be  made  major,  even  in  a  minor  key.  This  C  may,  therefore,  be  made 
sharp.  c 
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Second  Species. 
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CHAPTER  IX. 

THREE-PART  COUNTERPOINT— THIRD   SPECIES.    (FOUR 
CROTCHETS   AGAINST  A    SEMIBREVE.) 

Q.  Will  the  rules  which  govern  the  third  species  in  two  parts 

apply  here  ? 

A.  As  far  as  possible  they  should  be  observed. 
Q.  Should  complete  harmonies  be  used  on  the  accented  part  of 

the  bar  ? 
A.  Yes,  generally;  but  when  this  is  impracticable  it  should  be 

so  at  the  third  crotchet. 
Q.  Should    the   voice   taking    the   third    species    begin    with    a 

crotchet  rest  ? 
A.  Yes,  that  is  preferable. 
Q.  May  syncopation  be  employed  ? 
A.  No. 

Q.  May  the  third  species  be  placed  in  either  part  ? 
A.  Yes  ;  and  the  other  parts  will  be  in  the  first  species. 
Q.  What  chords  are  used  in  this  species  ? 
A.  Common  chords  and  chords  of  the  ^. 
Q.  May  more   than  four  notes  be  written   against  one  of  the 

canto  fermo  in  order  to  produce  the  third  species  ? 
A.  Yes;  exercises  may  be  constructed  with  six  or  eight  notes,  as 

shown  in  the  examples  of  two-part  counterpoint. 
Q.  What  concluding  cadences  are  used  in  this  species  ? 
A.  The  more  usual  and  acceptable  forms  are  given  below: — 
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CHAPTER  X. 

THREE-PART   COUNTERPOINT— FOURTH   SPECIES. 
(SYNCOPATION.) 

Q.  Explain  this  species. 

A .  The  canto  fermo  and  another  part  will  move  by  semibreves, 
while  the  remaining  part  will  proceed  by  syncopation. 

Q.  May  the  syncopation  be  placed  in  either  voice  ? 

A .  Yes  ;  provided  it  keeps  to  that  part  throughout. 

Q.  Will  the  same  laws  as  set  forth  in  the  fourth  order  in  two 
parts  apply  to  this  ? 

A.  Yes,  generally. 

Q.  How  should  the  syncopation  be  used  ? 

A.  In  this  species  the  first  minim  of  the  bar  will  either  be  a 
discord  carried  on  from  the  harmony  of  the  preceding  bar, 
and  having  to  be  resolved  by  falling  to  a  harmony  note 
(according  to  the  rule  governing  suspensions),  or  it  may 
be  a  concord  which  has  been  used  as  such  in  the  preceding 
bar.  Discords  of  suspension  must  be  prepared  and 
resolved,  but  concords  which  are  common  to  both  bars 
require  no  resolution,  their  movement  being  free.  Whether 
with  a  discord  or  concord  the  effect  known  as  syncopation 
is  produced  by  the  notes  joined  by  a  tie. 

Q.  How  may  the  successions  of  harmony  be  recognised  in  this 
species  ? 

A.  When  discords  by  suspension  are  used,  the  harmonies  are 
detected  by  leaving  the  suspensions  out  of  consideration 
and  referring  to  the  second  minims,  when  the  true  har- 
monies will  be  apparent.  When  concordant  syncopations 
are  used,  the  harmony  will  be  found  by  taking  the  bar  as 
a  whole. 

Q.  What  discords  are  used  in  this  species  ? 

A.  When  the  counterpoint  is  in  an  upper  part,  the  discords  of 
the  fourth,  the  seventh,  and  the  ninth  are  available. 
When  the  counterpoint  is  below,  the  second  is  employed. 
The  suspensions  and  their  resolutions  will  be  represented 
by  the  figures  43,  76,  and  9  8  above-;  and  2  3  below. 
In  the  latter  case  the  intervals  may  be  actually  at  the 
distance  of  the  ninth  and  tenth,  but  they  are  not  so 
figured.  Other  suspensions  are  possible,  but  they  are 
best  avoided  by  the  student. 

Q.  How  should  the  discords  be  treated  ? 

A.  The  second  in  the  lower  part  should  be  accompanied  by  the 
perfect  fifth,  the  resolution  producing  a  chord  of  the  sixth. 
Rarely  the  second  is  accompanied  by  a  fourth,  the  reso- 
lution being  to  a  triad.  The  fourth  should  be  accompanied 
by  a  fifth,  and  this  discord  may  occur  in  the  middle  or 
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highest  part  according  to  the  voice  in  which  this  species 
appears.  The  seventh  should  be  accompanied  by  a  third 
and  resolved  upon  a  sixth.  It  will  occur  in  the  upper  or 
middle  part.  The  ninth  should  be  accompanied  by  a 
third  and  resolved  upon  the  eighth.  It  can  be  placed  in 
the  middle  or  highest  part. 

How  should  the  last  bar  but  one  be  written  ? 

When  the  canto  fermo  is  in  the  lower  part,  generally  with  the 
suspensions  of  the  7  6,  as  at  (a)  ;  when  the  canto  fermo  is 
in  the  middle  part  the  discord  of  the  4  3  (with  the  bass) 
or  the  2  3,  as  at  (b)  or  (d) ;  and  when  the  canto  fermo  is 
in  the  upper  part  the  suspension  of  the  4  3,  as  at  (c). 
The  upper  parts  may  change  places  without  affecting  the 
nature  of  the  combination. 

May  the  second  species  of  counterpoint  be  used  in  this  ? 

Occasionally  for  a  single  bar  only  at  a  time.  This  is  only 
tolerated  when  it  is  impossible  to  make  a  suspension 
according  to  rule. 

How  should  the  last  bar  appear  ? 

It  should  contain  the  octave  and  third  from  the  bass  in  the 
position  led  to  by  the  progress  of  the  notes  of  the  preceding 
bar,  or  by  a  bare  octave  alone.  In  old  writers  the  fifth 
and  octave  are  often  found,  the  third  being  omitted. 

May  what  is  called  "  Pedal "  be  used  in  this  species  ? 

It  is  allowable  before  the  cadence.  The  bass  remaining 
stationary  for  some  bars,  the  upper  parts  will  be  treated 
in  correct  counterpoint  according  to  the  species,  indepen- 
dent of  the  bass,  provided  that  the  first  suspension  of  the 
pedal  be  duly  prepared  by  a  concord,  and  the  last  suspen- 
sion resolved  on  the  note  belonging  to  the  harmony  of  the 
pedal.  Other  points  relative  to  the  treatment  of  this 
species  may  be  observed  by  a  careful  examination  of  the 
exercises  given  below  : — 
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CHAPTER  XI. 


THREE-PART   COUNTERPOINT— FIFTH    SPECIES.     (FLORID.) 

Q.  How  should  this  class  of  composition  be  written  ? 

A.  One  part  must  be  written  in  the  fifth  (florid j  species,  while 
the  canto  fermo  and  another  part  proceed  together  by 
semibreves. 

Q.  Will  the  laws  laid  down  in  the  fifth  species  in  two  parts  apply 
to  this  ? 

A.  They  will  apply  equally,  excepting  that  the  chord  of  the  | 
may  occur  at  the  second,  third,  or  fourth  crotchets  when 
the  bass  moves  in  arpeggio.  The  note  producing  the 
fourth  should,  however,  not  be  at  the  extreme  of  the 
passage,  but  enclosed  between  higher  and  lower  notes. 
This  may  occur  in  various  ways. 
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The  student  may  discover  other  forms  of  cadence  accept- 
able, but  less  desirable,  than  those  generally  used,  by  an 
examination  of  the  many  published  examples  of  counter- 
point. 
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CHAPTER  XII. 

FOUR-PART  COUNTERPOINT— FIRST  SPECIES.     (NOTE  AGAINST 

NOTE.) 

Q.  How  should  this  order  be  written  ? 

A.  The  part  for  each  of  the  four  voices  should  be  in  notes  of 
equal  length,  and  the  laws  of  the  first  species  in  three 
parts  should  generally  be  applied  to  this.  Doubling  of 
some  one  of  the  constituent  notes  of  the  harmony  is  inevit- 
able, however ;  and  some  relaxation  of  the  rules  respecting 
hidden  consecutives  is  admitted  between  any  but  the 
extreme  parts. 

Q.  What  chords  should  be  used  ? 

A.  Common  chords  and  chords  of  the  sixth. 

Q.  What  note  of  the  common  chord  should  be  doubled  in  this 
order  ? 

A.  The  octave  or  the  third  in  preference  to  the  fifth  ;  sometimes, 
however,  these  restrictions  may  give  way  in  order  to  give 
grace  to  the  melody  of  any  part,  or  to  avoid  undesirable 
progressions. 

Q.  Should  the  parts  be  about  at  equal  distance  from  each  other  ? 

A.  Yes. 

Q.  Should  the  melody  of  each  voice  receive  attention  when 
combining  the  parts  ? 

A .  Yes  ;  and  it  will  be  permissible  occasionally  to  cross  the 
parts  or  to  double  certain  intervals  in  order  to  attain  this 
end. 

Q.  What  note  is  best  to  double  in  the  chord  of  the  sixth  ? 

A.  The  third.  The  sixth  is  less  desirable,  and  the  octave,  if 
used,  should  be  by  contrary  or  oblique  motion* 

Q.  What  is  to  be  observed  as  to  the  lower  parts  ? 

A.  They  should  not  be  too  close  together  when  at  a  low  range ; 
and  a  succession  of  several  thirds  between  them  has  not  a 
good  effect. 

Q.  Should  the  first  chord  be  complete  and  uninverted  ? 

A.  It  should,  except  in  rare  cases  when  it  is  impossible  to 
include  all  the  essential  intervals  of  the  triad. 

Q.  Should  the  unison  be  employed  ? 

Af  It  should  be  avoided  between  any  two  parts,  except  in  the 
first  and  the  last  bars.  It  is  rather  less  objectionable 
between  the  two  lower  parts  than  between  others. 
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When  are  hidden  consecutives  allowed  in  four-part  counter- 
point ? 

When  they  occur  between  any  but  the  extreme  parts  ;  even 
between  these,  however,  hidden  fifths  are  occasionally 
tolerated  by  good  authors  when  the  upper  part  moves  one 
degree  ;  but  hidden  octaves  are  tolerated  only  between  the 
last  bar  but  one  and  the  last,  when  forming  the  final 
cadence.  The  student  will  do  well  to  avoid  these  if  by 
any  means  possible. 

What  about  consecutives  by  contrary  motion  ? 

Some  authorities  permit  consecutive  fifths  in  this  way 
between  any  but  the  extreme  parts ;  others  forbid  them 
between  any  part  and  the  bass ;  while  by  some  they  are 
forbidden  altogether.  As  to  octaves  by  contrary  motion, 
they  are  disallowed  in  four-part  writing. 

What  are  the  usual  final  cadences  in  this  species  ? 

The  various  forms  of  cadences  recommended  in  three-part 
counterpoint  of  the  first  species,  with  an  additional  part, 
apply  to  that  in  four  parts.  Some  are  given  below  : — 
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CHAPTER  XIII. 


FOUR-PART  COUNTERPOINT— SECOND  SPECIES. 


Q.  How  should  this  be  written  ? 

A.  Two  minims  must  be  written  in  one  part  against  each  semi- 
breve  in  the  canto  fermo  and  other  parts,  except  in  the 
last  bar.  The  first  bar  may  commence,  however,  with  a 
minim  rest,  as  before  shown  in  three-part  counterpoint. 

Q.  Are  any  special  rules  laid  down  for  this  class  of  counterpoint? 

A.  No;  what  has  been  explained  in  the  chapter  relative  to  this 
species  in  three-part  counterpoint  will  apply  equally  to 
this. 

Q.  What  are  the  concluding  cadences  for  this  species  ? 
A .  Some  will  be  found  in  the  examples  given  below  : — 

FINAL  CADENCES. 


P 


Canto  fermo. 


Canto  fermo. 


COUNTERPOINT. 

*  Canto  fermo. 


gt 

—&  

—™  —  H 

W  "       I 

Canto  ferm 

—  &  

0. 

—  O  

T  n 

—  ^  ] 

—  -  —  11 

E   r>    P  i 

—  T3  

n 

—TTi  

-*>  41 

IR-I  E= 

1  —  |  1 

(^> 

II 

(ft;.  "(S> 

M^H^M^ 

M=t 

SECOND    SPECIES— FOUR    PARTS. 


CHERUBINI. 


i       I   l 


m 


Canto  fermo. 


m 


jpr. 


22: 


48 


COUNTERPOINT. 


ALBRECHTSBERGER. 


*    • 


0 


Canto  fermo. 


(&ff  ° 

_C-i  

^ 

- 

r> 

~~£3  

1° 

^Iffl-jj 

i 

\J  fl*         1 

I 

i  —  i  

i  1  

1 

—  1  h 

"fin  ^  —  ^j 

•J  —  © 

'"a  1~ 

j- 



—  G>  — 

£-**  —  |©  — 

-  r±— 

! 

cz 

1          | 

I5J 

c> 

tx- 

Ci 

ii    '  j    II 

lT  ill    ^* 

n 

^ 

£2 

-IM-4I 

— 

II 

Tr 

^3 

r—  CJ 

= 

-HT3  

o 

4Wb|| 

49 


CHAPTER  XIV. 
FOUR-PART  COUNTERPOINT— THIRD    SPECIES. 

Q.  How  should  this  class  of  counterpoint  be  written  ? 

A.  Four  crotchets  must  be  written  in  one  part  against  semi- 
breves  in  the  other  parts,  which  include  the  canto  fermo, 
except  that  in  the  first  bar  a  crotchet  rest  may  be  used, 
and  that  a  semibreve  must  be  placed  in  each  of  the  four 
parts  in  the  concluding  bar.  The  rules  given  for  two  and 
three  parts,  together  with  an  intelligent  examination  of 
the  examples  given  below,  will  be  ample  for  guidance  on 
all  points  in  this  species. 
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CHAPTER  XV. 

FOUR-PART  COUNTERPOINT— FOURTH  SPECIES. 
(SYNCOPATION.) 

Q.  Explain  this  species  of  counterpoint. 

A.  One  part  will  contain  syncopation,  and  the  other  parts, 
including  the  canto  fermo,  will  be  in  semibreves. 

Q.  Will  the  rules  which  govern  the  syncopation  be  the  same  as 
those  employed  for  the  three-part  counterpoint  with  regard 
to  progressions  ? 

A.  Very  generally.  The  discord  of  the  second  may  only  be 
employed  when  the  syncopation  is  in  the  lowest  part.  It 
may  be  accompanied  either  with  the  fourth  or  fifth ;  and, 
in  order  to  apply  the  additional  part,  the  second  or  fifth 
must  be  doubled.  The  suspended  fourth  may  be  used  in 
the  highest  or  middle  part,  accompanied  by  the  fifth  and 
octave.  The  suspended  seventh  may  be  used  in  the 
highest  or  middle  part,  accompanied  either  by  the  third 
and  octave  or  the  doubled  third.  The  suspended  ninth 
can  only  be  used  in  the  upper  or  middle  part  accompanied 
by  the  fifth  and  third. 

Q.  Is  not  the  second  sometimes  placed  in  a  higher  octave,  so 
that  it  appears  like  a  ninth  ? 

A .  Yes  ;  but  if  its  treatment  remains  the  same,  it  is  still  con- 
sidered a  second.  When  its  treatment  is  that  belonging 
to  the  ninth  it  is  considered  a  ninth  and  not  a  second. 
The  treatment  of  discords  of  suspensions  will  be  best 
displayed  in  the  examples  from  Cherubini  given  below. 

"All   discords  may  be  employed;    in  what  manner,  is  here 
seen  : — 


Employment  of  the  discord  of  the  fourth 


Employment  of  the  discord  of  the  seventh. 


COUNTERPOINT. 
Employment  of  the  discord  of  the  ninth. 


s 


Inversion  of  the  part. 


Employment  of  the  discord  of  the  second. 
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i.     Employment  of  the  fourth.  2. 


A.     Employment  of  the  seventh. 
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Employment  of  the  ninth. 
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Employment  of  the  second. 


Inversion. 


These  examples  include  two  kinds  of  discords,  one  of  which 
kinds  are  always  suspensions  ;  but  the  concord  upon  which  the 
suspension  is  resolved  belongs  to  a  chord  which  is  not  that  upon 
which  the  suspension  occurs,  as  in  the  examples  marked  i  and  2. 
The  others  are  not  suspensions,  they  are  discords  introduced 
into  the  chord,  and  which  form  part  of  it,  as  in  the  examples 
A,  B,  C.  Thus  those  composite  chords  are  obtained,  called 
chord  of  the  dominant  seventh,  of  the  seventh,  of  the  second,  &c. 
By  these  different  examples  it  is  seen  that  the  discord  of  the 
fourth  may  be  resolved  upon  the  fifth,  or  upon  the  sixth  ;  that 
the  seventh  may  be  resolved  upon  the  sixth,  or  upon  the  third 
and  fifth  conjointly;  that  the  discord  of  the  ninth  is  resolved 
upon  the  octave,  or  upon  the  third,  or  upon  the  sixth  ;  and 
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that,  lastly,  the  discord  of  the  second  may  be  accompanied 
either  by  the  fourth  alone,  either  perfect  or  superfluous,  or  by 
the  fourth  and  sixth  at  the  same  time." 


FOURTH    SPECIES— FOUR    PARTS. 
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COUNTERPOINT. 


CHERUBINI. 
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CHAPTER  XVI. 
FOUR-PART  COUNTERPOINT— FIFTH  SPECIES.    (FLORID.) 

Q.  Explain  this  class  of  counterpoint. 

A.  One  part  must  be  written  in  the  fifth  (florid)  species,  while 
the  remaining  parts  proceed,  like  the  canto  fermo,  in 
semibreves. 

Q.  Are  additional  rules  than  those  given  in  three-part  counter- 
point required  ? 

A.  No;  a  careful  inspection  of  the  example  will,  however,  be 
necessary. 


FIFTH   SPECIES— FOUR   PARTS. 
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CHAPTER  XVII. 


COUNTERPOINT  IN  FIVE  PARTS. 

Q.  What  rules  or  licenses  apply  to  counterpoint  in  five  parts  in 
the  several  species  ? 

A.  The  same  as  in  four  parts,  only  that  the  doubling  of  intervals 
is  still  more  to  be  adopted,  and  that  consecutive  fifths  in 
similar  motion  are  allowed  between  any  two  parts  except 
the  extremes,  provided  that  the  second  of  the  fifths  be  an 
imperfect  one.  Fifths  by  contrary  motion  are  now 
tolerated,  but  not  advised,  between  the  extreme  parts  in 
exceptional  cases.  The  use  of  the  unison  is  also  occa- 
sionally inevitable,  and  therefore  allowable. 
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Canto  fermo. 
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CHAPTER  XVIII. 
ON  COMBINED  SPECIES. 

Q.  What  is  to  be  said  with  regard  to  the  combination  of  different 
species  ? 

A.  That  has  already  been  done  so  far  as  the  fifth  species  com- 
bined with  others.  Combinations  of  various  kinds  not 
hitherto  made  may  now  be  attempted.  They  will  best  be 
understood  by  a  close  examination  of  the  following 
examples : — 

(SECOND  AND  THIRD   SPECIES  COMBINED.) 
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(SECOND   AND  THIRD   SPECIES   COMBINED.) 
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(SECOND   AND   FOURTH   SPECIES   COMBINED.) 
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Fourth  Species. 
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(THIRD   AND   FOURTH    SPECIES   COMBINED). 

Fourth  Species  BEETHOVEN  (corrected  by  ALBRECHTSBERGER). 
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(SECOND,  THIRD,  AND   FOURTH    SPECIES  COMBINED.) 
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(TWO    PARTS   IN   THE   FIFTH    SPECIES.) 

r     t    f  CHERUBINI  (on  the  above  Canto  fermo  by  Fux), 
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COUNTERPOINT. 


(FIFTH   SPECIES  IN  THREE  OF  THE  PARTS.) 

CHERUBINI  (on  the  same  Canto  fermo}. 
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CHAPTER  XIX. 
ON  COUNTERPOINT  IN  MORE  THAN  FIVE  PARTS. 

Q.  What  licenses  are  permitted  in  six  parts  ? 

A .  The  same  previously  named,  together  with  the  use  of  octaves 
by  contrary  motion  between  any  but  the  extreme  parts, 
and  occasional  use  of  a  skip  of  the  major  sixth  in  melody. 


EXAMPLE  IN  SIX  PARTS— NOTE  AGAINST  NOTE. 
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Q.  What  of  seven  and  eight  parts  ? 

A.  The  long  continued  repetition  of  a  note,  when  a  semibreve  ; 
the  progression  by  similar  motion  to  unison  between  the 
two  lower  parts  ;  the  passing  combination  of  a  suspended 
note  with  its  resolution  at  another  octave  in  another  part ; 
and  the  alternate  use  of  unison  and  octave  between  any 
two  parts,  especially  between  the  two  lower  parts.  The 
melody  of  the  parts,  being  dependent  upon  the  possible 
combinations  of  the  score,  must  necessarily  be  liable  to  be 
found  occasionally  lacking  in  grace  and  interest.  A  glance 
at  the  examples  published  by  various  authorities  will 
prove  this. 


EXAMPLE  IN  SEVEN  PARTS— FLORID. 
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EXAMPLE   IN    EIGHT   PARTS— FLORID. 

J.  H.  LEWIS. 
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EXAMPLE   IN   EIGHT   PARTS—  FLORID. 
Canto  fermo.  CHERUBINI. 
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"Observation. — The  last  bar  but  one  of  this  Example  presents 
a  method  of  employing  the  suspension  to  which  the  particular 
attention  of  the  pupil  is  drawn.  The  two  parts  marked  with  a  * 
form  at  once  the  suspension  and  the  suspended  concord.  The 
second  soprano  sounds  the  fourth  to  the  bass,  which  fourth  is 
prepared  and  resolved  according  to  rule  ;  while  the  second  tenor 
sounds  the  third.  The  only  method  of  judiciously  employing 
these  two  intervals,  one  of  which  seems  to  exclude  the  other, 
is  shown  in  this  example — viz.,  the  part  which  forms  the 
discord  must  pursue  its  regular  course,  while  the  other  should 
contain  the  concord  in  a  series  of  ascending  notes  by  conjunct 
movement,  without  stopping  on  the  concord.  This  rule  equally 
applies  to  the  sixth  struck  with  the  seventh,  the  octave  with  the 
ninth,  &c. 

"  It  should  be  observed  that  these  two  parts  ought  always  to 
be  placed  in  two  different  octaves — that  is  to  say,  the  concord 
should  never  have  the  suspensions  in  the  second,  but  in  the 
ninth,  or  in  the  seventh.  It  is  needless  to  add  that  the  employ- 
ment of  this  method  is  only  tolerated  in  composition  for  a  large 
number  of  voices — as  many  as  seven  or  eight  parts." 
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CANT1    FERMI. 

FOR  PRACTICE  IN  COUNTERPOINT. 
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The  above  may  be  used  for  working  exercises  in  any  species, 
and  transposed  to  suit  any  voice.  The  advanced  student  will 
find  additional  practice  in  working  out  the  melodies  of  standard 
chorales  contrapuntally,  and  by  the  invention  of  themes  of  his 
own. 


NOVELLO,    EWER    AND    CO.,    PRINTERS,    LONDON. 


Novellds  Original  Octavo  Editions  of 
ORATORIOS,  CANTATAS,  MASSES, 


&c. 


FRANZ  ABT. 
THE  FAYS'  FROLIC  (FEMALE  VOICES) 


(DITTO)      (SOL-FA,  6d.) 

(DITTO)  

(DITTO)    (SOL-FA,  6d.) 

(DITTO)  

(DITTO) 
(DITTO) 
(DITTO) 


d. 
6 
6 
6 
6 
6 
6 

..26 
..26 


SPRINGTIME 

SUMMER 

THE  GOLDEN  CITY 

THE  WISHING  STONE 

THE  WATER  FAIRIES 

THE  SILVER  CLOUD 

MINSTER  BELLS 

B.  AGUTTER. 
MISSA  DE  SANCTO  ALBANO  (ENGLISH) 3    o 

THOMAS  ANDERTON. 

YULE  TIDE      6 

THE  NORMAN  BARON          o 

WRECK  OF  THE  HESPERUS  (SoL-FA,4d.)         ...  o 

W.  I.  ARGENT. 

MASS,  IN    B   FLAT        

P.    ARMES. 

HEZEKIAH       6 

ST.  JOHN  THE  EVANGELIST         6 

ST.  BARNABAS  o 

E.  ASPA. 

THE  GIPSIES o 

ENDYMION        o 

ASTORGA. 

STABAT  MATER         o 

BACH. 

MASS  IN  B  MINOR    6 

MISSA  BREVIS  IN  A  

THE  PASSION  (S.  MATTHEW)        

DITTO  (ABRIDGED  AS  USED  AT  ST.  PAUL'S) 

THE  PASSION  (S.  JOHN)       

CHRISTMAS  ORATORIO        

MAGNIFICAT     

GOD  GOETH    UP  WITH    SHOUTING 

GOD  SO  LOVED  THE  WORLD          

GOD'S  TIME  IS  THE  BEST  (SOL-FA,  6d.) 

MY  SPIRIT  WAS  IN  HEAVINESS 

0  LIGHT  EVERLASTING       

BIDE  WITH  us 

A  STRONGHOLD  SURE          

BE    NOT    AFRAID   (SOL-FA,  4d.)         

BLESSING,  GLORY,  AND  WISDOM 

1  WRESTLE  AND    PRAY   (SoL-FA,  2d.)          

THOU  GUIDE  OF  ISRAEL     

JESU,  PRICELESS  TREASURE         

WHEN  WILL  GOD  RECALL  MY  SPIRIT      

JESUS,  NOW  WILL  WE  PRAISE  THEE        

J.  BARNEY. 

REBEKAH  (SoL-FA,  gd.)        o 

THE  LORD  is  KING  (PSALM  97) 6 

LEONARD  BARNES. 

THE  BRIDAL  DAY     2  6 

J.  F.  BARNETT. 

THE  ANCIENT  MARINER  (SOL-FA,  2s.) 3  6 

THE  RAISING  OF   LAZARUS          6  6 

PARADISE  AND  THE  PERI   ...        , 4  o 

BEETHOVEN. 
THE  PRAISE  OF  Music 
IrwiNS  OF  ATHENS    .. 


ENGEDI;  OR,  DAVID  IN  THE  WILDERNESS    ... 

MOUNT  OF  OLIVES 

MASS  IN  C       

COMMUNION  SERVICE  IN  C 

MASS  IN  D       

THE  CHORAL  SYMPHONY  

DITTO  (THE  VOCAL  PORTION) 
DITTO  SOL-FA 

THE  CHORAL  FANTASIA  (SOL-FA,  3d.) 

A  CALM  SEA  AND  A  PROSPEROUS  VOYAGE    ... 

MEEK,  AS  THOU  LIVEDST,  HAST  THOU  DEPARTED 

4/6/93- 


KAREL  BENDL.  s.  d. 

WATER-SPRITE'S  REVENGE  (FEMALE  VOICES)  i    o 

WILFRED  BENDALL. 

THE  LADY  OF  SHALOTT  (FEMALE  VOICES)     ...  2    6 

DITTO  SOL-FA i    o 

SIR  JULIUS  BENEDICT. 

ST.  PETER        3    o 

THE  LEGEND  OF  ST.  CECILIA  (SOL-FA,  is.  6d.)  2    6 

PASSION  Music  FROM  ST.  PETER i    6 

SIR  W.  STERNDALE  BENNETT. 

THE  MAY  QUEEN  (SoL-FA,  is.) 3    6 

THE  WOMAN  OF  SAMARIA  (SOL-FA,  is.)          ...  4    o 

INTERNATIONAL  EXHIBITION  ODE  (1862)         ...  i    o 

G.  R.  BETJEMANN. 

THE  SONG  OF  THE  WESTERN  MEN      i    o 

W.  R.  BEXFIELD. 

ISRAEL  RESTORED    4    o 

HUGH  BLAIR. 

HARVEST-TIDE  i    o 

JOSIAH  BOOTH. 

THE  DAY  OF  REST  (FEMALE  VOICES)  (SoL  FA,  is.)  2    6 
E.  M.  BOYCE. 

THE  LAY  OF  THE  BROWN  ROSARY       i    6 

YOUNG  LOCHINVAR i    6 

J.  BRADFORD. 

HARVEST  CANTATA i    6 

THE  SONG  OF  JUBILEE      2    o 

PRAISE  THE  LORD     2    o 

W.  F.  BRADSHAW. 

GASPAR  BECERRA      i    6 

J.  BRAHMS. 

A  SONG  OF  DESTINY          i    o 

CHARLES   BRAUN. 

SIGURD 5    o 

J.  C.  BRIDGE. 

DANIEL 3    6 

RUDEL 4    o 

J.  F.  BRIDGE. 

ROCK  OF  AGES  (LATIN  AND  ENGLISH)  (SoL-FA,4d.)  i 

MOUNT  MORIAH        3 

BOADICEA         2 

CALLIRHOE  (SOL-FA,  is.  6d.)         2 

NINEVEH          ...  2 

THE  INCHCAPE  ROCK         i 

THE  LORD'S  PRAYER  (SOL-FA,  6d.)        i 

DUDLEY  BUCK. 

THE  LIGHT  OF  ASIA          3    o 

EDWARD  BUNNETT. 

OUT  OF  THE  DEEP  (PSALM  130) i    o 

W.  BYRD. 

MASS  FOR  FOUR  VOICES  (IN  F  MINOR) 2    6 

CARISSIMI. 

JEPHTHAH         i    o 

F.  D.  CARNELL. 

SUPPLICATION 5    o 

GEORGE  CARTER. 

SINFONIA  CANTATA  (PSALM  116) 2    o 

WILLIAM  CARTER. 

PLACIDA  2    o 

CHERUBINI. 

REQUIEM  MASS,  C  MINOR  (LATIN  AND  ENGLISH)  i    o 

SECOND  MASS  IN  D  MINOR 2    o 

THIRD  MASS  (CORONATION)          i    o 

FOURTH  MASS  IN  C i    o 


ORATORIOS,  &c.— Continued. 


E.  T.  CHIPP. 

JOB         

NAOMI 

FREDERICK  CORDER. 
THE  BRIDAL  OF  TRIERMAIN  (SOL-FA,  is.) 

SIR  MICHAEL  COSTA. 

THE  DREAM     

H.  COWARD. 

THE  STORY  OF  BETHANY  (SOL-FA,  is.  6d.) 
F.  H.  COWEN. 

ST.  JOHN'S  EVE  (SOL-FA,  is.  6d.) 

A  SONG  OF  THANKSGIVING 

SLEEPING  BEAUTY  (SoL-FA,  is.  6d.) 

RUTH  (SoL-FA,  is.  6d.)        

SUMMER  ON  THE  RIVER  (FEMALE  VOICES) 
J.  MAUDE  CRAMENT. 

I  WILL  MAGNIFY  THEE,  O  GOD  (PSALM  145) 

W.  CRESER. 

EUDORA  (A  DRAMATIC  IDYL)         

W.  CROTCH. 

PALESTINE       

W.  H.  CUMMINGS. 
THE  FAIRY  RING       

W.  G.  CUSINS. 
TE  DEUM          

FELICIEN  DAVID. 
THE  DESERT  (MALE  VOICES)        

P.  H.  DIEMER. 
BETHANY          

M.  E.  DOORLY. 
LAZARUS  

F.  G.  DOSSERT. 
MASS  IN  E  MINOR 

ANTONIN  DVORAK. 

ST.  LUDMILA 

DITTO    (GERMAN  AND  BOHEMIAN  WORDS) 
THE  SPECTRE'S  BRIDE       

DITTO      (GERMAN  AND  BOHEMIAN  WORDS) 

STABAT  MATER          

PATRIOTIC  HYMN      

DITTO       (GERMAN  AND  BOHEMIAN  WoRUS) 

REQUIEM  MASS         

MASS  IN  D       ...        

A.  E.  DYER. 

SALVATOR  MUNDI      

ELBCTRA  OF  SOPHOCLES    

H.  J.  EDWARDS. 

THE  ASCENSION         

THE  EPIPHANY          

PRAISE  TO  THE  HOLIEST 

EDWARD  ELGAR. 

THE  BLACK  KNIGHT  

ROSALIND  F.  ELLICOTT. 

ELYSIUM          

THE  BIRTH  OF  SONG         

G.  ERNEST. 

ALL      THE      YEAR      ROUND      (FEMALE      VOICES) 
(SOL-FA,  gd.)          

EATON  FANING. 

BUTTERCUPS  AND  DAISIES  (CHILDREN'S  VOICES) 

(SOL-FA,  IS.)  

HENRY  FARMER. 

MASS      IN      B      FLAT     (LATIN      AND      ENGLISH) 
(SOL-FA,  IS.)  

MYLES  B.  FOSTER. 

THE  LADY  OF  THE  ISLES 

THE  ANGELS  OF  THE  BELLS  (FEMALE  VOICES) 

DITTO  DITTO  (SOL-FA) 

THE  BONNIE  FISHWIVES  (DITTO) 

DITTO       DITTO      (SOL-FA) 

ROBERT  FRANZ. 
PRAISE  YE  THE  LORD  ( PSALM  117)          


s.  d. 
4    o 

2     O 


2     6 


2     6 


2  6 

1  6 

2  6 
4  O 


2      O 


...      2      6 


NIELS  W.  GADE. 

PSYCHE  (SOL-FA,  is.  6d.)      

SPRING'S  MESSAGE  (SOL-FA,  sd.)  ... 
ERL-KING'S  DAUGHTER  (SOL-FA,  gd.) 

ZION        

THE  CRUSADERS  ( SOL-FA,  is.)      ... 

COMALA 

CHRISTMAS  EVE  (SOL-FA,  4d.) 

HENRY  GADSBY. 
LORD  OF  THE  ISLES  (SOL-FA,  is.  6d.) 

ALCESTIS  (MALE  VOICES) 

COLUMBUS      (DITTO)          

G.  GARRETT. 
HARVEST  CANTATA  (SOL-FA,  6d.)... 

THE  SHUNAMMITE 

THE  Two  ADVENTS... 


s.  d. 

2  6 

0  8 

1  o 

1  O 

2  O 
2  O 


2     6 

4    ° 

2     6 


I      O 

3    o 
i    6 


R.  MACHILL  GARTH. 


THE  WILD  HUNTSMAN 


2  6 

•=,  o 

A.  R.  GAUL. 
A  SONG  OF  LIFE  (ODE  TO  Music)  (SOL-FA,  6d.) 
JOAN  OF  ARC  (SOL-FA,  is.)           

I  O 
2  6 
2  6 

RUTH  (  SOL-  FA  gd.)                 .        ...        ...        ... 

2  O 

2  6 
I  6 
i  6 

THE  HOLY  CITY  (SOL-FA,  is.)       
TEN  VIRGINS  (SoL-FA;   is.)          
ISRAEL  IN  THE  WILDERNESS  (SOL-FA,  is.) 

FR.  GERNSHEIM. 
SALAMIS.    A  TRIUMPH  SONG  (MALE  VOICES) 

F.  E.  GLADSTONE. 
PHILIPPI                                                               ... 

2  6 

2  6 

2  6 

i  6 
2  6 

4  o 

GLUCK. 

3  6 

2  6 
5  o 

HERMANN  GOETZ. 
BY  THE  WATERS  OF  BABYLON  (PSALM  137)      ... 

I  O 
I  O 

5  o 
8  o 
3  o 
6  o 
2  6 
I  6 
3  o 
5  o 
2  6 

2  6 

i  6 

2  6 
2  O 

THE  WATER-LILY  (MALE  VOICES)         

CH.  GOUNOD. 

MORS  ET  VITA  (LATIN  OR  ENGLISH)       
DITTO,           SOL-FA  (LATIN  AND  ENGLISH) 
THE  REDEMPTION  (ENGLISH  WORDS)   
DITTO,           SOL-FA  
DITTO            (FRENCH  WORDS)     
DITTO            (GERMAN  WORDS)   

MESSE    SOLENNELLE  (ST.  CECILIA)            

OUT  OF  DARKNESS    

COMMUNION  SERVICE  (MESSE  SOLENNELLE)... 
TROISIEME  MESSE  SOLENNELLE  
DE  PROFUNDIS  (PSALM  130)  (LATIN  WORDS)... 
DITTO                        (OuT  OF  DARKNESS) 
THE  SEVEN  WORDS  OF  OUR  SAVIOUR  
DAUGHTERS  OF  JERUSALEM          

i  6 
6  o 

2  0 

5  o 

2  O 

8  4 

10  0 
I  0 
I  O 

i  6 

2  6 
I  0 
I  0 
I  O 
I  0 
I  0 

i  6 

2  O 

A.  M.  GOODHART. 
EARL  HALDAN'S  DAUGHTER         

I  0 

2  O 

I  O 

I  6 

C.  H.  GRAUN. 
THE  PASSION  OF  OUR  LORD  (DER  TOD  JESU) 

2  0 
2  O 

ALAN  GRAY. 

I  6 

2  0 

THE  WIDOW  OF  ZAREPHATH        

2  O 

..26 


I  6 

1  6 

o 

2  9 

o  9 


J.  O.  GRIMM. 
THE  SOUL'S  ASPIRATION 

G.  HALFORD. 
THE  PARACLETE  

HANDEL. 

ALEXANDER'S  FBAST 

Acis  AND  GALATEA 

DITTO,  NEW  EDITION,  EDITED  BY  J.  BARNEY 
DITTO,  DITTO,  SOL-FA 

ALCESTE          

SEMELE  

THE  PASSION 

THE  TRIUMPH  OF  TIME  AND  TRUTH    


2  O 

I  O 

I  O 

1  O 

2  O 

3  o 
3  o 
3  o 
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HANDEL — continued. 

ALEXANDER  BALUS  

HERCULES        

ATHALIAH 

ESTHER 

SUSANNA  

THEODORA        

BELSHAZZAR    ... 

THE     MESSIAH,      EDITED     BY     V.    NOVELLO 

(SOL-FA,   IS.)  

THE  MESSIAH,  DITTO.    POCKET  EDITION 
THE  MESSIAH,  EDITED  BY  W.  T.  BEST 
ISRAEL  IN  EGYPT,  EDITED  BY  MENDELSSOHN 
ISRAEL  IN   EGYPT,   EDITED   BY  V.  NOVELLO. 

POCKET  EDITION          

JUDAS  MACCABEUS  (SOL-FA,  is.) 

JUDAS  MACCABEUS.    POCKET  EDITION 

SAMSON  (SOL-FA,  is.)  

SOLOMON          

JEPHTHA  

JOSHUA  

DEBORAH         

SAUL 

CHANDOS  TE  DEUM 

DETTINGEN  TE  DEUM        

UTRECHT  JUBILATE 

O    COME  LET  US    SING    UNTO    THE   LORD  (FlFTH 

CHANDOS  ANTHEM)       

O    PRAISE    THE    LORD    WITH    ONE    CONSENT 

(SIXTH  CHANDOS  ANTHEM) 

CORONATION  AND  FUNERAL  ANTHEMS.     Cloth 
Or,  singly: 

THE  KING  SHALL  REJOICE     

ZADOK  THE  PRIEST      

MY  HEART  IS  INDITING          

LET  THY  HAND  BE  STRENGTHENED 

THE  WAYS  OF  ZION     

ODE  ON  ST.  CECILIA'S  DAY         

L'ALLEGRO      

HAYDN. 

THE  CREATION  (SOL-FA,  is.)         

THE  CREATION.    POCKET  EDITION        

THE  SEASONS  (Each  Season,  singly,  is.) 
FIRST  MASS  IN  B  FLAT  (LATIN) 

DITTO       (LATIN  AND  ENGLISH) 

SECOND  MASS  IN  C  (LATIN)        

THIRD  MASS  (IMPERIAL)  (LATIN  AND  ENGLISH) 

DITTO       (LATIN)        

SIXTEENTH  MASS  (LATIN) 

THE  PASSION;  OR,  SEVEN  LAST  WORDS 

TE  DEUM  (ENGLISH  AND  LATIN)  

INSANE  ET  VAN-E  CUR,E  (DITTO)          

BATTISON  HAYNES. 

THE  FAIRIES'  ISLE  (FEMALE  VOICES)    

H.  HEALE. 

JUBILEE  ODE 

C.  SWINNERTON  HEAP. 

FAIR  ROSAMOND  (SOL-FA,  2s.)     

EDWARD  HECHT. 
ERIC  THE  DANE         

O  MAY  I  JOIN  THE  CHOIR  INVISIBLE          

GEORGE  HENSCHEL. 

OUT  OF  DARKNESS  ( PSALM  130)    

HENRY  HILES. 

FAYRE  PASTOREL       

THE  CRUSADERS        

FERDINAND  HILLER. 

NALA  AND  DAMAYANTI         

A  SONG  OF  VICTORY  ..         

HEINRICH  HOFMANN. 

FAIR  MELUSINA         

CINDERELLA     

SONG  OF  THE  NORNS  (FEMALE  VOICES) 
HUMMEL. 

FIRST  MASS  IN  B  FLAT        

COMMUNION  SERVICE,  DITTO 

SECOND  MASS  IN  E  FLAT    

COMMUNION  SERVICE,  DITTO 

THIRD  MASS  IN  D      

COMMUNION  SERVICE,  DITTO  ..'. 
ALMA  VIRGO  (LATIN  AND  ENGLISH) 
QUOD  IN  ORBE  (DITTO) 


s.  d. 

3  o 

3  o 

2  o 

1  o 

2  O 
2  O 

1  O 

2  O 

1  O 

2  O 
2  0 
2  O 
2  O 
2  O 
2  O 
I  O 
I  O 
I  O 


o  8 

o  3 

o  8 

0  6 

1  o 

1  O 

2  O 


2  O 
I  O 

3  o 

I  O 

I  O 

I  O 

I  O 

I  O 

1  6 

2  O 
I  O 

o  4 


2  6 

i    6 

3  6 


3    o 

I      O 


.     2     6 


6    6 

2      6 


4    o 
i    o 


s.  d. 
3    0 


W.  H.  HUNT. 

STABAT  MATER 

H.  H.  HUSS. 
AVE  MARIA  (FEMALE  VOICES)  .........  i  o 

F.  ILIFFE. 
ST.  JOHN  THE  DIVINE          ............    i    o 

JOHN  WILLIAM  JACKSON. 

I  CRIED  UNTO  GOD      ...............      I     6 

W.  JACKSON. 
THE  YEAR  ..................  2  0 

D.  JENKINS. 
DAVID  AND  SAUL  (SOL-FA,  2s.)  .........  3  o 

A.  JENSEN. 
THE  FEAST  OF  ADONIS  ............  i  o 

W.  JOHNSON. 
ECCE  HOMO     ...........  .        ......    2    o 

C.  WARWICK  JORDAN. 

BLOW  YE  THE  TRUMPET  IN  ZlON    .........      I      6 

N.  KILBURN. 
THE  SILVER  STAR  (FEMALE  VOICES)    ......    i    6 

THE  LORD  is  MY  SHEPHERD  (PSALM  23)  ...    i    o 

ALFRED  KING. 
THE  EPIPHANY          ...............    3    o 

OLIVER  KING. 

BY  THE  WATERS  OF  BABYLON  (PSALM  137)          ...      I      6 

THE  NAIADS  (FEMALE  VOICES)    .........  2  6 

J.  KINROSS. 

SONGS  IN  A  VINEYARD  (FEMALE  VOICES)       ...  2  6 

DITTO,  SOL-FA      .........  o  6 

H.  LAHEE. 

THE  SLEEPING  BEAUTY  (FEMALE  VOICES)       ...  2  6 

DITTO,        SOL-FA  ............  o  6 

LEONARDO  LEO. 

DlXIT  DOMINUS  .10 


H.  LESLIE. 
THE  FIRST  CHRISTMAS  MORN 

F.  LISZT. 

THE  LEGEND  OF  ST.  ELIZABETH 
THIRTEENTH  PSALM 


C.  H.  LLOYD. 

ALCESTIS         

ANDROMEDA     

HERO  AND  LEANDER 

THE  SONG  OF  BALDER         

THE  LONGBEARDS'  SAGA  (MALE  VOICES) 
THE  GLEANERS'  HARVEST  (FEMALE  VOICES)  ... 
A  SONG  OF  JUDGMENT        

W.  H.  LONGHURST. 
THE  VILLAGE  FAIR 

HAMISH  MACCUNN. 
LAY  OF  THE  LAST  MINSTREL  (  SOL-FA,  is.  6d.)... 
LORD  ULLIN'S  DAUGHTER  (SOL-FA,  8d.) 

G.  A.  MACFARREN. 
SONGS  IN  A  CORNFIELD  (FEMALE  VOICES)    ... 

MAY  DAY  ( SOL-FA,  6d.)        

THE  SOLDIER'S  LEGACY  (OPERETTA)    

OUTWARD  BOUND      

A.  C.  MACKENZIE. 

THE  DREAM  OF  JUBAL        

THE  STORY  OF  SAYID        

JASON      

THE  BRIDE  (SOL-FA,  8d.)     

THE  ROSE  OF  SHARON  (  SOL-FA,  2s.)       

JUBILEE  ODE 

THE  COTTER'S  SATURDAY  NIGHT  (SOL-FA,  is.J 

THE  NEW  COVENANT  

VENI,  CREATOR  SPIRITUS 

F.  W.  MARKULL. 
ROLAND'S  HORN        

F.  E.  MARSHALL. 
PRINCE  SPRITE  (FEMALE  VOICES)         


2    6 


2    o 


3  o 

3  o 

i  6 

i  o 

1  6 

2  6 
2  6 


2  6 

1  o 

2  6 

i  o 

6  o 

1  o 

2  6 

I  6 

1  O 

\  6 

2  O 

1  6 

2  O 

2  6 

2  6 
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0  4 

1  o 
0  4 

0  3 

2  O 

1  O 

1  O 

2  O 

I  O 

I  0 

I  0 

I  O 

I  O 

I  O 

I  0 

o  3 

o  4 

o  6 


J.  B.  McEWEN.  s.  d. 

THE  VISION  OF  JACOB        2    o 

J.  H.  MEE. 

HORATIUS  (MALE  VOICES) I      O 

MENDELSSOHN. 

ELIJAH  ( SOL-FA,  is.)           2 

ELIJAH  (POCKET  EDITION)          i 

As  THE  HART  PANTS  (PSALM  42) i 

COME,  LET  US  SING  (PSALM  95)        I 

WHEN  ISRAEL  OUT  OF  EGYPT  CAME  (SOL-FA,  gd.)    i 

NOT  UNTO  us,  O  LORD  (PSALM  115)        i 

ST.  PAUL  (SOL-FA,  is.)         2 

ST.  PAUL  (POCKET  EDITION)         i 

HYMN  OF  PRAISE  (LOBGESANG)  (SOL-FA,  is.)  ...     i 
LORD,  HOW  LONG  WILT  THOU  FORGET  ME 

DITTO,        SOL-FA 

HEAR  MY  PRAYER  (s.  SOLO  AND  CHORUS) 

DITTO       DITTO       

DITTO,       SOL-FA     

LAUDA  SIGN  (PRAISE  JEHOVAH)  (SOL-FA,  gd.) ... 
THE  FIRST  WALPURGIS  NIGHT  (SOL-FA,  is.)  ... 
MIDSUMMER  NIGHT'S  DREAM  (FEMALE  VOICES) 

ATHALIE  (SOL-FA,  is.)         

ANTIGONE  (MALE  VOICES)  (SOL-FA,  is.) 

MAN  is  MORTAL  (EIGHT  VOICES)  

FESTGESANG  (HYMNS  OF  PRAISE)  

DITTO      (MALE  VOICES)        

CHRISTUS  (SoL-FA,  6d.)       

THREE  MOTETS  FOR  FEMALE  VOICES 

SON  AND  STRANGER  (OPERETTA)    

LORELEY  (  SOL-FA,  6d.)   

CEDIPUS  AT   COLONOS  (MALE   VOICES) 

To  THE  SONS  OF  ART       (DITTO)        

DITTO,  SOL-FA      

JUDGE  ME,  O  GOD  (PSALM  43)  (SOL-FA,  ijd.) 

WHY    RAGE    FIERCELY   THE    HEATHEN       ... 

MY  GOD,  WHY,  O  WHY  HAST  THOU  FORSAKEN 

ME  (PSALM   22) O     6 

SING  TO  THE  LORD  (PSALM  g8) o    8 

Six  ANTHEMS  FOR  THE  CATHEDRAL  AT  BERLIN. 

FOR   8   VOICES,  ARRANGED   IN    4   PARTS         ...      O      8 

AVE  MARIA  (SAVIOUR  OF  SINNERS).    8  VOICES    i    o 
MEYERBEER. 

NINETY-FIRST  PSALM  (LATIN)     i    o 

DITTO  (ENGLISH)          I    o 

A.  MOFFAT. 

A  CHRISTMAS  DREAM  (CANTATA  FOR  CHILDREN)    i    6 

B.  MOLIQUE. 

ABRAHAM         3    o 

MOZART. 

KING  THAMOS           o 

FIRST  MASS  (LATIN  AND  ENGLISH)      o 

SEVENTH  MASS  IN  B  FLAT          o 

COMMUNION  SERVICE  IN  B  FLAT,  DITTO       ...  6 

TWELFTH  MASS  (LATIN) o 

DITTO    (LATIN  AND  ENGLISH)  (SOL-FA,  gd.)  o 

REQUIEM  MASS         o 

DITTO          (LATIN  AND  ENGLISH) o 

DITTO                      DITTO,          SOL-FA    ...  o 

LITANIA  DE  VENERABILI  ALTARIS  (IN  E  FLAT)  6 
LITANIA  DE  VENERABILI   SACRAMENTO  (IN   B 

FLAT)  6 

SPLENDENTE  TE,  DEUS.    FIRST  MOTET         ...  3 

O  GOD,  WHEN  THOU  APPEAREST.    DITTO     ...  3 

HAVE  MERCY,  O  LORD.    SECOND  MOTET       ...  o    3 

GLORY,  HONOUR,  PRAISE.    THIRD  MOTET     ...  o    3 
E.  MUNDELLA. 

VICTORY  OF  SONG  (FEMALE  VOICES)     i    o 

DR.  JOHN  NAYLOR. 

JEREMIAH         3    o 

J.  NESVERA. 

DE  PROFUNDIS          2    6 

E.  A.  NUNN. 

MASSING        20 

REV.  SIR  FREDK.  OUSELEY. 

THE  MARTYRDOM  OF  ST.  POLYCARP    2    6 

PALESTRINA. 

MlSSA  ASSUMPTA   EST    MARIA        2     6 

MISSA  PAP.E  MARCELLI     2    o 

MISSA  BREVIS 2    6 

MISSA  "O  ADMIRABILE  COMMERCIUM"          ...    2    6 


•••     3 


s.  d. 

I      O 

6 


H.  W.  PARKER. 

THE  KOBOLDS 

HORA  NOVISSIMA       

C.  H.  H.  PARRY. 

DE  PROFUNDIS  (PSALM  130)          2 

ODE  ON  ST  CECILIA'S  DAY  (SOL-FA,  is.)          ...  2 

BLEST  PAIR  OF  SIRENS  (SOL-FA,  8d.)    i 

FUNERAL  ODE  (SHIRLEY)   ...        i 

PROMETHEUS  UNBOUND     '.        3 

JUDITH 5 

L'ALLEGRO  (SOL-FA,  is.  6d.)          2 

ETON      2 

THE  LOTUS-EATERS  (The  Choric  Song)          ...  2 

JOB         2 

DR.  JOSEPH  PARRY. 

NEBUCHADNEZZAR  ( SOL-FA,  is.  6d.)       3    o 

B.  PARSONS. 

THE  CRUSADER         3    6 

T.  M.  PATTISON. 

MAY  DAY  ( SOL-FA,  6d.)        i    6 

THE  MIRACLES  OF  CHRIST  (SOL-FA,  gd.)         ...  2    o 

THE  ANCIENT  MARINER 2    6 

THE  LAY  OF  THE  LAST  MINSTREL          2    6 

A.  L.  PEACE. 

ST.  JOHN  THE  BAPTIST      2    6 

PERGOLESI. 

STABAT  MATER  (FEMALE  VOICES)  (SOL-FA,  6d.)  i    o 
CIRO  PINSUTI. 

PHANTOMS— FANTASMI  NELL'  OMBRA     i    o 

A.  H.  D.  PRENDERGAST. 

THE  SECOND  ADVENT        i    6 

E.  PROUT. 

DAMON  >.ND  PHINTIAS  (MALE  VOICES) 2 

THE  RED  CROSS  KNIGHT  (SOL-FA,  2s.)          ...  4 

THE  HUNDREDTH  PSALM i 

FREEDOM          ,        i 

HEREWARD       4 

QUEEN  AIMEE  (FEMALE  VOICES) 2 

PURCELL. 

DIDO  AND  ^ENEAS      2 

TE  DEUM  AND  JUBILATE  IN  D i 

J.  F.  H.  READ. 

HAROLD           4  o 

BARTIMEUS      i  6 

CARACTACUS 2  6 

THE  CONSECRATION  OF  THE  BANNER i  6 

IN  THE  FOREST  (MALE  VOICES) i  o 

PSYCHE 5  o 

THE  DEATH  OF  YOUNG  ROMILLY i  6 

J.  V.  ROBERTS. 
JONAH 3    o 

W.  S.  ROCKSTRO. 
THE  GOOD  SHEPHERD        2    6 

ROLAND  ROGERS. 

PRAYER  AND  PRAISE 40 

FLORABEL  (FEMALE  VOICES)        2    6 

EDMUND  ROGERS. 
THE  FOREST  FLOWER  (FEMALE  VOICES)          ...    2    6 

ROMBERG. 

THE  LAY  OF  THE  BELL  (NEW  EDITION,  TRANS- 
LATED BY  THE  REV.  J.  TROUTBECK,  D.D.)    i    o 

DITTO,  SOL-FA    o    8 

THE  TRANSIENT  AND  THE  ETERNAL  (SoL-FA,4d.)    i    o 

ROSSINI. 

STABAT  MATER  (SOL-FA,  is.)   i  o 

MOSES  IN  EGYPT   6  o 

CHARLES  B.  RUTENBER. 

DIVINE  LOVE 2    6 

ED.  SACHS. 

WATER  LILIES          i    o 

C.  SAINTON-DOLBY. 

FLORIMEL  (FEMALE  VOICES)        2    6 

CAMILLE  SAINT-SAENS. 
THE    HEAVENS    DECLARE  —  CCBLI    ENARRANT 

(PSALM  ig)  1      6 


ORATORIOS,  &c.— Continued. 


FRANK  J.  SAWYER. 

THE  STAR  IN  THE  EAST 


s.  d. 
2    6 


H.  W.  SCHARTAU. 
CHKISTMAS  HOLIDAYS         o    g 

SCHUBERT. 

MASS   IN    A   FLAT          O 

COMMUNION  SERVICE,  DITTO       o 

MASS  IN  E  FLAT       

COMMUNION  SERVICE,  DITTO        

MASS  IN  B  FLAT 

COMMUNION  SERVICE,  DITTO        

MASS  IN  C       

COMMUNION  SERVICE,  DITTO        

MASS  IN  G 

COMMUNION  SERVICE,  DITTO        

MASS  IN  F        

COMMUNION  SERVICE,  DITTO        

SONG  OF  MIRIAM  (SOL-FA  6d.)     

SCHUMANN. 

THE  MINSTREL'S  CURSE     

THE  KING'S  SON       

MIGNON'S  REQUIEM 

PARADISE  AND  THE  PERI  (SoL-FA,  is.  6d.) 

PILGRIMAGE  OF  THE  ROSE  

MANFRED          

FAUST     

ADVENT  HYMN,  "  IN  LOWLY  GUISE"  ... 
NEW  YEAR'S  SONG  (SOL-FA,  6d.) 

H.  SCHUTZ. 
THE  PASSION  OF  OUR  LORD        i    o 

BERTRAM  LUARD  SELBY. 
CHORUSES     AND      INCIDENTAL     Music      TO 

"HELENA  IN  TROAS" 3    6 

E.   SILAS. 

MASS  IN  C       I    o 

COMMUNION  SERVICE  IN  C i    6 

JOASH       4     O 

R.  SLOMAN. 

SUPPLICATION  AND  PRAISE  5    o 

HENRY  SMART. 

KING  RENE'S  DAUGHTER  (FEMALE  VOICES)  ..26 
THE  BRIDE  OF  DUNKERRON  (SOL-FA,  is.  6d.)    2    o 

J.  M.  SMIETON. 

KING  ARTHUR  (SOL-FA,  is.)          2    6 

ARIADNE  (SOL-FA,  gd.)         2    o 

ALICE  MARY  SMITH. 

THE  RED  KING  (MEN'S  VOICES) i  o 

THE  SONG  OF  THE  LITTLE  BALTUNQ  (DITTO)  i  o 

DITTO,            SOL-FA     o  8 

ODE  TO  THE  NORTH-EAST  WIND         i  o 

ODE  TO  THE  PASSIONS       2  o 


E.  M.  SMYTH. 
MASS  IN  D        

A.  SOMERVELL. 

MASS  IN  C  MINOR 


...    2    6 


...     2     6 


CHARLTON  T.  SPEER. 

THE  DAY  DREAM       

SPOHR. 
MASS  (FIVE  SOLO  VOICES  AND  DOUBLE  CHOIR) 

HYMN  TO  ST.  CECILIA        

CALVARY  

FALL  OF  BABYLON     

LAST  JUDGMENT  ( SOL-FA,  is.)      

THE  CHRISTIAN'S  PRAYER 

GOD,  THOU  ART  GREAT  (SOL-FA,  6d.)    

HOW  LOVELY  ARE  THY  DWELLINGS  FAIR 
JEHOVAH,  LORD  OF  HOSTS 

JOHN  STAINER. 

THE  CRUCIFIXION  (SOL-FA,  gd.) 

ST.  MARY  MAGDALEN  (SOL-FA,  is.)       

THE  DAUGHTER  OF  JAIRUS  (  SOL-FA,  gd.) 


C.  VILLIERS  STANFORD.  s.  d. 

EDEN      5    o 

THE  VOYAGE  OF  MAELDUNE         2    6 

CARMEN  S^ECULARE i    6 

THE  REVENGE  (SoL-FA,gd.)  i    6 

GOD  is  OUR  HOPE  (PSALM  46)       ...        ...        ...  2    o 

CEoiPus  REX  (MALE  VOICES)      3    o 

THE  EUMENIDES       3    o 

THE  BATTLE  OF  THE  BALTIC       i    6 

MASS  IN  G  MAJOR      2    6 

EAST  TO  WEST          i    6 

H.  W.  STEWARDSON. 

GIDEON ..40 

J.  STORER. 

THE  TOURNAMENT 2    o 

E.  C.  SUCH. 

NARCISSUS  AND  ECHO          3    o 

GOD  is  OUR  REFUGE  (PsALM  46) i    o 

ARTHUR  SULLIVAN. 

THE  GOLDEN  LEGEND  (SOL-FA,  2s.)        3  6 

ODE  FOR  THE  COLONIALAND  INDIAN  EXHIBITION  i  o 

FESTIVAL  TE  DEUM i  o 

W.  TAYLOR. 

ST.  JOHN  THE  BAPTIST        4    o 

A.  GORING  THOMAS. 
THE  SUN-WORSHIPPERS     i    o 

E.  H.  THORNE. 

BE    MERCIFUL   UNTO    ME I      O 

FERRIS  TOZER. 

KING  NEPTUNE'S  DAUGHTER  (Female  Voices)       2    6 
VAN  BREE. 

ST.  CECILIA'S  DAY  (SOL-FA,  gd.) i    o 

CHARLES  VINCENT. 

THE  VILLAGE  QUEEN  (FEMALE  VOICES)          ...    2    6 
THE  LITTLE  MERMAID        (DITTO)  ...    2    6 

W.  S.  VINNING. 

SONG  OF  THE  PASSION         i    6 

W.  M.  WAIT. 

THE  GOOD  SAMARITAN       2    o 

GOD  WITH  us i    o 

R.  H.  WALKER. 

JERUSALEM       3    o 

R.  H.  WALTHEW. 

THE  PIED  PIPER  OF  HAMELIN  • ,.    2    o 

WEBER. 

IN  CONSTANT  ORDER  (HYMN)       6 

MASS  IN  G  (LATIN  AND  ENGLISH)  

MASS  IN  E  FLAT       (DITTO)  

COMMUNION  SERVICE  IN  E  FLAT , 

JUBILEE  CANTATA      , 

PRECIOSA 

THREE  SEASONS         , 

S.  WESLEY. 

IN  EXITU  ISRAEL        , 

DIXIT  DOMINUS          , 

S.  S.  WESLEY. 

O  LORD,  THOU  ART  MY  GOD         I    o 

J.  E.  WEST. 
SEED-TIME  AND  HARVEST 2    o 

C.  LEE  WILLIAMS. 

THE  LAST  NIGHT  AT  BETHANY  (SOL-FA,  is.)  ...    2    o 
GETHSEMANE 2    o 

THOMAS  WINGHAM. 

MASS  IN  D       3    o 

TE  DEUM  (LATIN)     i    6 

CHAS.  WOOD. 
ODE  TO  THE  WEST  WIND  i    o 

J.  M.  W.  YOUNG. 

THE  RETURN  OF  ISRAEL  TO  PALESTINE          ...    2    6 


Most  of  the  above  Works  may  be  had  in  paper  boards  at  6d.  each  extra,  or  handsomely 
bound  in  cloth,  with  red  or  gilt  edges,  at  is.,  is.  6d.,  or  2s.  each  extra. 


VOCAL  ALBUMS. 


ARNE,  THOMAS  A.— Twenty  Songs 
BACH,  J.  S.— Twenty  Sacred  Songs 
BEETHOVEN— *  Twenty-six  Songs 

(Vol.  I.) 

*Seventeen  Songs  (Vol.  II.) 

-"Twenty-two  Songs  (Vol.  III.)  . . 

BENDL,    KAREL— *Gipsy     Songs. 

First  Series 

Ditto.     Second  Series.    (English 

and  Bohemian)  . . 

Twelve  Songs  ("Loving  Hearts") 

Twelve  Songs,  Set  2  (Stimmungs- 

bilder)         

BENNETT,  STERNDALE— *Twelve 

Songs 

*  Ditto          ..          ..        Cloth  gilt 

BENNETT,    GEO.   J.— Ten    Songs 

(Robert  Burns) 

Twelve  Songs  (Shelley  &  Rosetti) 

BERLIOZ— Summer  Nights  (English 

and  French) 

BISHOP,  SIR  HENRY  R.-Twenty 

Songs 

BRAHMS,  J.— Twenty-two  Songs  . . 

Selected  Songs  (English,  French, 

and  German  Words).  For  high 
or  low  voice.  Six  Books  each 

BRIGHT,  DORA— Twelve  Songs    . . 

DANNREUTHER,  E.— Six  Songs 
(D.  G.  Rosetti) 

Five  Songs  (W.  Morris) 

DIBDIN,    CHARLES— Twenty-one 

Songs      ..  

DVORAK,  ANTONIN  —  "Sixteen 
Songs  (Op.  2,  5,  17,  and  31)  . . 

-  Eight  Love  Songs  (English,  Ger- 
man, and  Bohemian  Words),  Op.  83 

ELLIOTT,  J.  W.— National  Nursery 
Songs  and  Rhymes.  With  sixty- 
five  Illustrations  Cloth  gilt 

FRANZ,  R.— Thirty  Songs  . . 

Fourteen  Songs  (Robert  Burns) 

GOETZ,     HERMANN  —  'Eighteen 

Songs  (Op.  4,  12,  19)    . . 
HANDEL— Twelve  Songs  for  Soprano 

Twelve  Songs  for  Contralto     . . 

Twelve  Songs  for  Tenor 

Twelve  Songs  for  Baritone  or  Bass 

HAYNES,  BATTISON— Elizabethan 

Lyrics 

HAYDN— Ten  Canzonets 
HILL,    LADY    ARTHUR— Holiday 

Songs      . .          . .         . .  2 

HOOK,  JAMES— Twenty  Songs     . .     i 
KING,  OLIVER— Six  Songs  (Baritone)  2 
LISZT— Twenty  Songs  . .          . .     i 

LODER,  E.  J.— Twenty-one  Songs. . 


s. 

I 

d. 
6 

MACCUNN,  H.—  Cycle  of  six   Love 

S. 

d. 

I 

6 

Lyrics 

2 

6 

MACKENZIE,     A.     C.  —  Eighteen 

I 

6 

Songs.     Three  Books.  .  .     each 

2 

6 

I 

6 

Eighteen  Songs.     One  Vol. 

I 

6 

Cloth  gilt 

7 

6 

Spring  Songs        .  . 

2 

6 

2 

6 

MARIANI  —  Twenty-two  Songs  (Ital.) 

2 

6 

MENDELSSOHN  —  Songs.      (With 

2 

6 

Portrait.)       Folio.       Cloth  gilt 

21 

0 

2 

6 

'Songs        *.. 

4 

0 

*Ditto          .  .          .  .         Cloth  gilt 

6 

o 

2 

6 

*Songs.     (Deep  Voice)    .  . 

6 

0 

*Ditto              ditto           Cloth  gilt 

8 

0 

I 

o 

Solo  music  in  "Elijah,"  Soprano, 

2 

6 

Contralto,  and  Tenor  .  .     each 

i 

6 

Ditto,  Bass           

2 

6 

2 

6 

MOORE—  Irish  Melodies 

2 

6 

2 

6 

Irish  Melodies     .  .         Cloth  gilt 

4 

0 

Irish  Melodies.  Folio.  Cloth  gilt 

21 

o 

I 

6 

MOZART—  Nineteen  Songs 

I 

6 

PURCELL,  HENRY—  Twelve  Songs 

2 

6 

I 

6 

RANDEGGER  —  Sacred    Songs    for 

I 

6 

Little  Singers.     (Illustrated)  .  . 

2 

6 

Ditto         .  .          .  .         Cloth  gilt 

5 

0 

RUBINSTEIN,     A.  -  Twenty-five 

3 

o 

Songs      ...         

I 

6 

2 

6 

SCHUBERT—  Twenty  Songs  (Mezzo- 

I 

6 

2 
2 

6 
6 

Twenty  Songs  (Contralto) 
Twenty  Songs  (Sop.  or  Tenor)  .  . 

I 
I 

6 
6 

ocnwanengesang  ^owan  oongsj 

I 

I 

6 

*Die  Schone  Miillerin  (The  Fair 

Maid  of  the  Mill) 

I 

6 

2 

6 

'Winterreise  (The  Winter   Jour- 

ney), Op.  89 

I 

6 

3 

o 

SCHUMANN-'Songs.    Folio. 

Cloth  gilt 

10 

6 

*Myrthen     (Twenty-six     Songs), 

Op.  25 

I 

6 

7 

6 

"Liederkreis  (Twelve  Songs),  Op.39 

I 

0 

*Vocal  Album        

2 

6 

2 

*  Ditto          ..          ..        Cloth  gilt 

4 

6 

*  Woman's  Love  and  Life  (Eight 

2 

6 

Songs),  Op.  42  .. 

I 

0 

2 

o 

*Twelve  Songs  (Op.  35)  .. 

I 

o 

2 

o 

Dichterliebe    (A    Poet's    Love). 

2 

o 

Sixteen  Songs  (Op.  48) 

I 

6 

2 

0 

SELBY,B.  LUARD—  Six  Love  Songs 

2 

6 

STANFORD,  C.  V.—  Irish  Songs  and 

• 

Ballads       

4 

o 

I 

6 

m^iTT  A  Vry  f\ifTfivr*T       T\           fr\                       r 

6 
6 
6 
6 
2  O 


TCHAIKOWSKY,  P.-Twenty-four 
Songs         . .         . .         . .         . . 

VARIOUS  COMPOSERS- 

English  Folk-Songs          ..          .. 

Old  Ireland  (Irish  Melodies)       . . 

The  Sunlight  of  Song.    Forty-six 

Illustrations       . .         Cloth  gilt 


*  These  Songs  have  German  and  English  Words, 
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NOVELLO'S 

PIANOFORTE  ALBUMS 

EDITED  BY  BERTHOLD  TOURS. 


In  Numbers,  each  One  Shilling ;  or,  Cloth  Volumes,  each  Four  Shillings. 


No.    1. — Bach.    Twenty  Pieces  from  Petits  Preludes. 

Suites  Anglaises.     Partita  Nos.  i  to  3,  &c. 
No.   2.— Bach.    Twenty  Pieces  from  Suites  Anglaises, 

Suites  Francaises.     Partita  Nos.  4  and  5,  &c. 
No.    3. — Bach.    Twenty  Pieces  from  Petits  Preludes, 

Concertos,  Suites  Anglaises,  &c. 

Nos.  1,  2,  and  3,  in  One  Vol.,  cloth,  48. 

No.    4.— Handel.    Twenty-four  Pieces  froYn  Suites  i 
to  7,  Sonatas,  "  Harmonious  Blacksmith,"  &c. 

No.   5.— Handel.    Twenty-four  Pieces  from  Suites  8 
to  12,  Gavottes,  &c. 

No.    6.— Handel.    Twenty-four  Pieces  from  Suites  13 
to  16,  Water  Music,  &c. 

Nos.  4,  5,  and  6,  in  One  Vol.,  cloth,  43. 


No.  7.— Marches.  Fifteen  Pieces,  including  Mendels- 
sohn's "  Hero's  March,"  Rakoczy's  March, 
Bridal  March,  "  Lohengrin,"  &c. 

No.  8. — Marches.  Fifteen  Pieces,  including  Meyer- 
beer's Coronation  March,  Cornelius  March, 
Pilgrim's  March,  &c. 

No.  9.— Marches.  Fifteen  Pieces,  including  Mendels- 
sohn's Wedding  March,  March  "  Tannhauser," 
&c. 

Nos.  7, 8,  and  9,  in  One  Vol.,  cloth,  45. 

No.  10.— Gavottes,  Minuets,  &c.  Sixteen  Pieces, 
including  Rameau's  Gavotte,  Zimmermann's 
Gavotte,  Calkin's  Minuet,  Silas's  Bourree,  &c. 

No.  11.— Gavottes,  Minuets,  &c.  Sixteen  Pieces, 
including  Gluck's  Gavotte,  W.  Macfarren's 
Bourree,  Bach's  Bourree,  &c. 

No.  12.— Gavottes,  Minuets,  &c.      Sixteen  Pieces, 
including  W.  Macfarren's  2nd  Gavotte,  Sir  J. 
Benedict's  Gavotte,  Mozart's  Minuet,  &c. 
Nos.  10, 11,  and  12,  in  One  Vol.,  cloth,  43. 

No.  13.  Wollenhaupt,  J.  Ten  Pieces,  including 
Marche  Hongroise,  Scherzo  Brilliant,  &c. 

No.  14.— Wollenhaupt,  J.  Ten  Pieces,  including 
"  La  Gazelle,"  "  Mazeppa  Galop,"  &c. 

No.  13.— Wollenhaupt,  J.  Ten  Pieces,  including 
"  Les  Clochettes,"  "  Feu  Follet,"  &c. 

Nos.  13, 14,  and  IS,  in  One  Vol.,  cloth,  43. 

No.  16.— Schweizer.  Otto.  Eight  Scottish  Airs 
(arranged  for  four  hands). 

No.  17.— Spindler,  Fritz.      Nine  Pieces,  including 

"  Murmuring  Rivulet,"   The   Pilgrims'  Chorus 

("Tannhauser"),  &c. 
No.  18.— Spindler.  Fritz.      Nine  Pieces,  including 

"L'Oisillon,''    ''Le  Carillon,"  "The  Evening 

Star  "  ("  Tannhauser"),  &c. 
No.  19.— Spindler,  Fritz.       Ten   Pieces,    including 

"  Jeu  des  Ondes,"  Valse  Melodieuse,  Spinning 

Song  ("  Flying  Dutchman"),  &c. 

Nos.  17, 18,  and  19,  in  One  Vol.,  cloth,  4s. 

No.  20. — Goetz,  Hermann.  Five  Compositions. 
No.  21.— Goetz,  Hermann.  Four  Compositions. 
No.  22.— Goetz,  Hermann.  Six  Compositions. 

Nos.  20,  21,  and  22,  in  One  Vol.,  cloth,  43. 

No.  23.— Rheinberger,  Josef.    Seven  Compositions. 
No.  24.— Rheinberger,  Josef.    Eleven  Compositions. 
No.  23. — Rheinberger,  Josef.    Seven  Compositions. 
Nos.  23,  24,  and  23,  in  One  Vol.,  cloth,  43. 

No.  26.— Tours,  Berthold.  Juvenile  Album.  Eight 
Characteristic  Pieces  (Duets),  2s. 


Nos.  27  and  28.— Moscheles,  J.  Domestic  Life, 
Twelve  Characteristic  Duets,  Two  Books, 
each  2s. 

The  Two  Books,  in  One  Vol.,  cloth,  43. 

No.  29.— Kjerulf,  Halfdan.      Nine  Pieces.     Op.  4, 

Nos.  i  to  3  ;  Op.  12,  Nos.  i  to  6. 
No.  30.— Kjerulf,    Halfdan.      Ten  Pieces,  Op.  24, 

Nos.  i  to  4  ;  Op.  27,  Nos.  i  and  2 ;  Op.  28,  Nos. 

i  to  4. 
No.  31. -Kjerulf,  Halfdan.    Op.  28,  Nos.  5  and  6 ; 

Op.  29;  and  Twenty  Songs  arranged  for  the 

Pianoforte  by  the  Composer. 

Nos.  23,  30,  and  31,  in  One  Vol.,  cloth,  48. 

Nos.  32,  33,  and  34.  The  National  Dance  Music  of 
Scotland.  Arranged  for  the  Pianoforte  by 
Alexander  Mackenzie;  with  additions  by  his 
son,  Dr.  A.  C.  Mackenzie. 

Nos.  32,  33,  and  34,  in  One  Vol.,  cloth,  43. 

No.  33.— Mackenzie,  Dr.  A.  C.  Eight  Pieces.  Op.  13, 
Nos.  i  to  5;  Op.  15,  Nos.  i  to  3. 

No.  36. — Mackenzie,  Dr.  A.  C.  Nine  Pieces.  Op.  20, 
Nos.  i  to  6  ;  Op.  23,  Nos.  i  to  3. 

No.  37.— Mackenzie,  Dr.  A.  C.  Six  Songs.  Tran- 
scribed for  the  Pianoforte  by  Guiseppe 
Buonamici. 

Nos.  35,  36,  and  37,  in  One  Vol.,  cloth,  43. 

No.  38.— Altschul,  Rudolf.  Fifty  Hungarian  National 

Songs.  

No.  41.— Liadoff,    Anatole.        Twenty-one    Pieces. 

Op.  2,  Nos.  i  to  14;  Op.  3,  Nos.  i,  3,  4,  and  6; 

Op.  6  ;  Op.  15,  Nos.  i  and  2. 
No.  42. — Liadoff,  Anatole.     Seven   Pieces.     Op.  4, 

Nos.  i  to  4 ;  Op.  7,  Nos.  i  and  2 ;  Op.  n. 
No.  43.— Liadoff,  Anatole.      Ten   Pieces.      Op.  8; 

Op.  9,  Nos.  i  and  2 ;  Op.  10,  Nos.  i,  2,  and  3 ; 

Op.  13,  Nos.  i  to  4. 

Nos.  41,  42,  and  43,  in  One  Vol.,  cloth,  48. 

No.  44.— Cul,  Cesar.    Thirteen  Pieces.    Op.  20,  Nos. 

1  to  12  ;  Op.  21,  No.  3. 

No.  43.— Cui,  Cesar.    Eleven  Pieces.    Op.  21,  No.  4; 

Op.  22,  Nos.  i,  2,  and  3  ;  Op.  31,  No.  2 ;  Op.  39, 

Nos.  i  to  6. 
No.  46.— Cut,  Cesar.    Seven  Pieces.    Op.  22,  No.  4  : 

Op.  29,  No.  i ;  Op.  30,  No.  i ;  Op.  35,  Nos.  i  and 

2  ;  Op.  40,  Nos.  2  and  4. 

Nos.  44,  45,  and  46,  in  One  Vol.,  cloth,  48. 

No.  47.— Schubert,  Franz.  Four  Impromptus.  Op.  90. 
No.  48.— Schubert,  Franz.  Four  Impromptus.  Op.  142. 
No.  49.— Schubert,  Franz.    Moments  Musicales  (Op. 
94),  and  Adagio  and  Rondo  (Op.  145). 

Nos.  47,  48,  and  49,  in  One  Vol.,  cloth,  48. 

No.  80.— Schubert,  Franz.  Three  Sets  of  Variations, 

Andante,  and  Klavierstiick. 
No.  81.— Schubert,  Franz.    Adagio,  Allegretto,  and 

March  in  E  major,  &c. 
No.  32. — Schubert,  Franz.    Five  Klavierstucke  and 

Two  Scherzi. 

Nos.  50,  51,  and  52,  in  One  Vol.,  cloth,  45. 

No.  53.— Hofmann,  H.     "  The  Trumpeter  of  Sak- 

kingen "  (Op.  52)  and   Two   Valses    Caprices 

(Op.  2). 
No.  54.— Hofmann,  H.    Italian  Love  Tale  (Op.  19) 

and  five  other  pieces. 
No.  55.— Hofmann,  H.    Fourteen  Pieces. 

Nos.  &3,  54,  and  55,  in  One  Vol.,  cloth,  43, 
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VOCAL  DUETS. 


F.  ABT. 

TWENTY  -  FOUR  DUETS 

(Sop.  and  Cont.).  Book  i  .. 

TWENTY  -  FOUR  DUETS 

(Sop.  and  Cont.).  Book  2  . . 


11 


ii 


2/6    — 


2/6    — 


STERNDALE    BENNETT. 
FOUR  SACRED  DUETS      ..     1/0    — 

F.  H.  COWEN. 

SIX  DUETS  (Sop.  and  Cont.)     2/6    — 

E.  DANNREUTHER. 
FIVE  TWO-PART  SONGS..     2/6    — 

E.  C.  FORD. 

SIX  TWO-PART  SONGS    ..     2/6    — 

MYLES  B.  FOSTER. 

SIX  TWO-PART  SONGS    ..     1/0     — 

SIX  TWO-PART  ANTHEMS     1/0    — 

Singly,  THREEPENCE  each. 

BATTISON  HAYNES. 

SIX  DUETS  (Sop.  and  Cont.)     2/6     — 
SIX  TWO-PART  SONGS    ..     2/6    — 

OLIVER  KING. 

SIX  DUETS  (Sop.  and  Cont.)     2/6    — 

JOHN  KINROSS. 
SONGS  OF    THE    FOREST. 

Six  Two-part  Songs  . .         . .     1/0    — 
Singly,  THREEPENCE  each. 


MENDELSSOHN.    ||    ^ 

THIRTEEN       TWO  -  PART 

SONGS  1/02/0 

Tonic  Sol-fa  . .         . .    0/8 

THIRTEEN        TWO  -  PART 

SONGS  ..         ..    Folio     2/6     — 

THIRTEEN  TWO  -  PART 
SONGS  (German  and  English)  2/0  4/0 

MOORE. 

IRISH  MELODIES.    Duets..     1/0    • 

GIRO  PINSUTI. 

SIX  TWO-PART  SONGS    ..     2/6    — 

SIX    TWO  -  PART     SONGS. 

Second  Set 2/6     — 

CARL  REINECKE. 

TWELVE  CANONS  (for  Two- 
part  Female  Chorus  or  Two 
Solo  Voices) 1/6  — 

RUBINSTEIN. 

EIGHTEEN  TWO  -  PART 
SONGS  2/6  4/6 

H.  SMART. 

NINE  SACRED  DUETS  (Sop. 

and  Cont.) 2/6    — 

SCHUMANN. 
THIRTY  -   FIVE       VOCAL 
DUETS  (German  and  Eng- 
lish words)      2/6    — 

CHARLES  WOOD. 

SIX  TWO-PART  SONGS. 
For  Solo  Voices  (or  Female 
Chorus)  2/6  — 
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ORATORIOS,  &c.— Continued. 


HAN  DEL— continued. 

ALEXANDER  BALUS   

HERCULES        

ATHALIAH 

ESTHER 

SUSANNA  

THEODORA        

BELSHAZZAR    

THE     MESSIAH,     EDITED     BY     V.   NOVELLO 

(SOL-FA,    IS.)  

THE  MESSIAH,  DITTO.    POCKET  EDITION 
THE  MESSIAH,  EDITED  BY  W.  T.  BEST 
ISRAEL  IN  EGYPT,  EDITED  BY  MENDELSSOHN 
ISRAEL  IN   EGYPT,   EDITED   BY  V.  NOVELLO. 

POCKET  EDITION          ...        

JUDAS  MACCABEUS  (SOL-FA,  is.) 

JUDAS  MACCABEUS.    POCKET  EDITION 

SAMSON  (SOL-FA,  is.)  

SOLOMON          

JEPHTHA  

JOSHUA  

DEBORAH         

SAUL      

CHANDOS  TE  DEUM 

DETTINGEN  TE  DEUM        

UTRECHT  JUBILATE 

O   COME  LET  US   SING   UNTO   THE   LORD  (FlFTH 

CHANDOS  ANTHEM)       

O    PRAISE    THE    LORD    WITH    ONE    CONSENT 

(SIXTH  CHANDOS  ANTHEM) 

CORONATION  AND  FUNERAL  ANTHEMS.     Cloth 

Or,  singly : 
THE  KING  SHALL  REJOICE     ... 

ZADOK  THE  PRIEST      

MY  HEART  IS  INDITING 

LET  THY  HAND  BE  STRENGTHENED 

THE  WAYS  OF  ZION     

ODE  ON  ST.  CECILIA'S  DAY 

L'ALLEGKO       

HAYDN. 

THE  CREATION  (SOL-FA,  is.)         

THE  CREATION.    POCKET  EDITION        

THE  SEASONS  (Each  Season,  singly,  is.) 

FIRST  MASS  IN  B  FLAT  (LATIN) 

DITTO       (LATIN  AND  ENGLISH) 

SECOND  MASS  IN  C  (LATIN)        

THIRD  MASS  (IMPERIAL)  (LATIN  AND  ENGLISH) 

DITTO       (LATIN)        

SIXTEENTH  MASS  (LATIN) 

THE  PASSION  ;  OR,  SEVEN  LAST  WORDS 

TE  DEUM  (ENGLISH  AND  LATIN)  

INSANE  ET  VAN^E  CUR.E  (DITTO)          

BATTISON  HAYNES. 
THE  FAIRIES'  ISLE  (FEMALE  VOICES)    ... 
H.  HEALE. 

JUBILEE  ODE 

C.  SWINNERTON  HEAP. 

FAIR  ROSAMOND  (SOL-FA,  as.)     

EDWARD  HECHT. 

ERIC  THE  DANE         

O  MAY  I  JOIN  THE  CHOIR  INVISIBLE 

GEORGE  HENSCHEL. 

OUT  OF  DARKNESS  (PSALM  130)    

HENRY  HILES. 

FAYRE  PASTOREL       

THE  CRUSADERS        

FERDINAND  KILLER. 

NALA  AND  DAMAYANTI        

A  SONG  OF  VICTORY 

HEINRICH  HOFMANN. 

FAIR  MELUSINA         

CINDERELLA     

SONG  OF  THE  NORNS  (FEMALE  VOICES) 

HUMMEL. 

FIRST  MASS  IN  B  FLAT       

COMMUNION  SERVICE,  DITTO        

SECOND  MASS  IN  E  FLAT    ...        

COMMUNION  SERVICE,  DITTO         

THIRD  MASS  IN  D      

COMMUNION  SERVICE,  DITTO        

ALMA  VIRGO  (LATIN  AND  ENGLISH) 
QUOD  IN  ORBE  (DITTO)        


s.  d. 
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W.  H.  HUNT. 
STABAT  MATER  

H.  H.  HUSS. 
AVE  MARIA  (FEMALE  VOICES)  

F.  ILIFFE. 
ST.  JOHN  THE  DIVINE         

JOHN  WILLIAM  JACKSON. 

I  CRIED  UNTO  GOD 

W.  JACKSON. 
THE  YEAR  

D.  JENKINS. 
DAVID  AND  SAUL  (SOL-FA,  23.)  

A.  JENSEN. 
THE  FEAST  OF  ADONIS  

W.  JOHNSON. 

ECCE  HOMO     .. 

C.  WARWICK  JORDAN. 

BLOW  YE  THE  TRUMPET  IN  ZlON 

N.  KILBURN. 

THE  SILVER  STAR  (FEMALE  VOICES) 

THE  LORD  is  MY  SHEPHERD  (PSALM  23) 

ALFRED  KING. 
THE  EPIPHANY         

OLIVER  KING. 

BY  THE  WATERS  OF  BABYLON  (PSALM  137) 
THE  NAIADS  (FEMALE  VOICES) 

J.  KINROSS. 
SONGS  IN  A  VINEYARD  (FEMALE  VOICES) 

DITTO,  SOL-FA     

H.  LAHEE. 
THE  SLEEPING  BEAUTY  (FEMALE  VOICES) 

DITTO,       SOL-FA 

LEONARDO  LEO. 

DlXIT  DOMINUS  

H.  LESLIE. 
THE  FIRST  CHRISTMAS  MORN  

F.  LISZT. 

THE  LEGEND  OF  ST.  ELIZABETH         

THIRTEENTH  PSALM 

C.  H.  LLOYD. 

ALCESTIS         

ANDROMEDA     

HERO  AND  LEANDER 

THE  SONG  OF  BALDER         

THE  LONGBEARDS'  SAGA  (MALE  VOICES) 
THE  GLEANERS'  HARVEST  (FEMALE  VOICES)  .. 
A  SONG  OF  JUDGMENT        

W.  H.  LONGHURST. 
THE  VILLAGE  FAIR 

HAMISH  MACCUNN. 
LAY  OF  THE  LAST  MINSTREL  (SOL-FA,  is.6d.)., 
LORD  ULLIN'S  DAUGHTER  (SOL-FA,  8d.) 

G.  A.  MACFARREN. 
SONGS  IN  A  CORNFIELD  (FEMALE  VOICES)    .. 

MAY  DAY  (SOL-FA,  6d.)        

THE  SOLDIER'S  LEGACY  (OPERETTA) 

OUTWARD  BOUND      

A.  C.  MACKENZIE. 

THE  DREAM  OF  JUBAL        

THE  STORY  OF  SAYID        

JASON      

THE  BRIDE  (SOL-FA,  8d.)     

THE  ROSE  OF  SHARON  (  SOL-FA,  2s.)       

JUBILEE  ODE 

THE  COTTER'S  SATURDAY  NIGHT  (SOL-FA,  is.; 

THE  NEW  COVENANT          

VENI,  CREATOR  SPIRITUS 

F.  W.  MARKULL. 
ROLAND'S  HORN        

F.  E.  MARSHALL. 
PRINCE  SPRITE  (FEMALE  VOICES)          
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ORATORIOS,  &c.— Continued. 


J.  B.  McEWEN. 
THE  VISION  OF  JACOB         ............ 

J.  H.  MEE. 

HORATIUS  (MALE  VOICES)  ............ 

MENDELSSOHN. 
ELIJAH  (SOL-FA,  is.)  ............ 

ELIJAH  (POCKET  EDITION)          ......... 

As  THE  HART  PANTS  (PSALM  42)  ......... 

COME,  LET  us  SING  (PSALM  95)      ......... 

WHEN  ISRAEL  OUT  OF  EGYPT  CAME  (SOL-FA,  gci.) 
NOT  UNTO  us,  O  LORD  (PSALM  115)        ...... 

ST.  PAUL  (SOL-FA,  is.)         ............ 

ST.  PAUL  (POCKET  EDITION)         ......... 

HYMN  OF  PRAISE  (LOBGESANG)  (SOL-FA,  is.)  ... 

LORD,  HOW  LONG  WILT  THOU  FORGET  ME        ... 

DITTO,        SOL-FA  ............ 

HEAR  MY  PRAYER  (s.  SOLO  AND  CHORUS)          ... 

DITTO       DITTO       ............ 

DITTO,       SOL-FA     ............ 

LAUDA  SIGN  (PRAISE  JEHOVAH)  (  SOL-FA,  gd.)  ... 
THE  FIRST  WALPURGIS  NIGHT  (SOL-FA,  is.)  ... 
MIDSUMMER  NIGHT'S  DREAM  (FEMALE  VOICES) 
ATHALIE  (SOL-FA,  is.)         ............ 

ANTIGONE  (MALE  VOICES)  (SOL-FA,  is.)          ... 
MAN  is  MORTAL  (EIGHT  VOICES)  ...... 

FESTGESANG  (HYMNS  OF  PRAISE)  ...... 

DITTO      (MALE  VOICES)        ......... 

CHRISTUS  (SOL-FA,  6d.)       ............ 

THREE  MOTETS  FOR  FEMALE  VOICES  ...... 

SON  AND  STRANGER  (OPERETTA)     ...... 

LORELEY  (  SOL-FA,  6d.)   ............ 

CEDIPUS   AT   COLONOS  (MALE   VOICES)  ...... 

To  THE  SONS  OF  ART       (DITTO)        ...... 

DITTO,  SOL-FA      ......... 

JUDGE  ME,  O   GOD  (PSALM  43)  (SOL-FA,  ijd.) 

WHY    RAGE    FIERCELY    THE    HEATHEN      ...... 

MY  GOD,  WHY,  O  WHY  HAST  THOU  FORSAKEN 

ME  (PSALM    22)      ............... 

SING  TO  THE  LORD  (PSALM  98)  ......... 

Six  ANTHEMS  FOR  THE  CATHEDRAL  AT  BERLIN. 

FOR   8   VOICES,   ARRANGED    IN    4   PARTS         ... 

AVE  MARIA  (SAVIOUR  OF  SINNERS).    8  VOICES 

MEYERBEER. 
NINETY-FIRST  PSALM  (LATIN)     ......... 

DITTO  (ENGLISH)          ...... 

A.  MOFFAT. 

A  CHRISTMAS  DREAM  (CANTATA  FOR  CHILDREN)    i    6 

B.  MOLIQUE. 

ABRAHAM         ..................    3    o 

MOZART. 

KING  THAMOS           ...............  o 

FIRST  MASS  (LATIN  AND  ENGLISH)      ......  o 

SEVENTH  MASS  IN  B  FLAT          .........  o 

COMMUNION  SERVICE  IN  B  FLAT,  DITTO       ...  6 

TWELFTH  MASS  (LATIN)    ............  o 

DITTO    (LATIN  AND  ENGLISH)  (SOL-FA,gd.)  o 

REQUIEM  MASS         ...............  o 

DITTO          (LATIN  AND  ENGLISH)  ......  o 

DITTO                      DITTO,          SOL-FA    ...  o 

LITANIA  DE  VENERABILI  ALTARIS  (IN  E  FLAT)  6 
LITANIA  DE  VENERABILI   SACRAMENTO  (IN   B 

FLAT)  ..................  6 

SPLENDENTE  TE,  DEUS.    FIRST  MOTET        ...  3 

O  GOD,  WHEN  THOU  APPEAREST.     DITTO     ...  3 

HAVE  MERCY,  O  LORD.    SECOND  MOTET       ...  3 

GLORY,  HONOUR,  PRAISE.    THIRD  MOTET     ...  3 

E.  MUNDELLA. 

VICTORY  OF  SONG  (FEMALE  VOICES)     ......  I    o 

DR.  JOHN  NAYLOR. 

JEREMIAH         ..................  3    o 

J.  NESVERA. 
DE  PROFUNDIS          ...............    2    6 

E.  A.  NUNN. 
MASS  IN  C        ............        ...        ..20 

REV.  SIR  FREDK.  OUSELEY. 
THE  MARTYRDOM  OF  ST.  POLYCARP    ......    2    6 

PALESTRINA. 

MlSSA   ASSUMPTA  EST    MARIA        .........      2     6 

MISSA  PAP<E  MARCELLI     ............    2    o 

MISSA  BREVIS  ..................    2    6 

MISSA  "O  ADMIRABILE  COMMERCIUM"         ...    2    6 


s.  d. 
2    o 


H.  W.  PARKER.  s.  d. 

THE  KOBOLDS i    0 

HORA  NOVISSIMA 

C.  H.  H.  PARRY. 

DE  PROFUNDIS  (PSALM  130)          2 

ODE  ON  ST  CECILIA'S  DAY  (SOL-FA,  is.)          ...  2 

BLEST  PAIR  OF  SIRENS  (SOL-FA,  8d.)    i 

FUNERAL  ODE  (SHIRLEY)   ..,        i 

PROMETHEUS  UNBOUND     3 

JUDITH 5 

L'ALLEGRO  (SOL-FA,  is.  6d.)          2 

ETON      ...          .         2 

THE  LOTUS-EATERS  (The  Choric  Song)  ...  2 

JOB         2 

DR.  JOSEPH  PARRY. 

NEBUCHADNEZZAR  (SOL-FA,  is.  6d.)       3    o 

B.  PARSONS. 

THE  CRUSADER          3    6 

T.  M.  PATTISON. 

MAY  DAY  (SOL-FA,  6d.)  i    6 

THE  MIRACLES  OF  CHRIST  (SoL-FA,  gd.)          ...  2    o 

THE  ANCIENT  MARINER 2    6 

THE  LAY  OF  THE  LAST  MINSTREL         2    6 

A.  L.  PEACE. 

ST.  JOHN  THE  BAPTIST      2    6 

PERGOLESI. 

STABAT  MATER  (FEMALE  VOICES)  (SOL-FA,  6d.)  i    o 
CIRO  PINSUTI. 

PHANTOMS— FANTASMI  NELL'  OMBRA     i    o 

A.  H.  D.  PRENDERGAST. 

THE  SECOND  ADVENT       i    6 

E.  PROUT. 

DAMON  AND  PHINTIAS  (MALE  VOICES) 2    6 

THE  RED  CROSS  KNIGHT  (SOL-FA,  2s.)  ...  4    o 

THE  HUNDREDTH  PSALM i    o 

FREEDOM          ,        i    o 

HEREWARD       4    o 

QUEEN  AIMEE  (FEMALE  VOICES) 2    6 

PURCELL. 

DIDO  AND  ,£NEAS      2    6 

TE  DEUM  AND  JUBILATE  IN  D i    o 

J.  F.  H.  READ. 

HAROLD  4 

BARTIMEUS       i 

CARACTACUS    2 

THE  CONSECRATION  OF  THE  BANNER i 

IN  THE  FOREST  (MALE  VOICES) i 

PSYCHE  5 

THE  DEATH  OF  YOUNG  ROMILLY i 

J.  V.  ROBERTS. 

JONAH     3    o 

W.  S.  ROCKSTRO. 

THE  GOOD  SHEPHERD        2    6 

ROLAND  ROGERS. 

PRAYER  AND  PRAISE 40 

FLORABEL  (FEMALE  VOICES)        2    6 

EDMUND  ROGERS. 

THE  FOREST  FLOWER  (FEMALE  VOICES)         ...  2    6 

ROMBERG. 

THE  LAY  OF  THE  BELL  (NEW  EDITION,  TRANS- 
LATED BY  THE  REV.  J.  TROUTBECK,  D.D.)  i    o 

DITTO,  SOL-FA     o    8 

THE  TRANSIENT  AND  THE  ETERNAL  (SoL-FA,4d.)  I    o 

ROSSINI. 

STABAT  MATER  (SoL-FA,  is.)       i    o 

MOSES  IN  EGYPT      6    o 

CHARLES  B.  RUTENBER. 

DIVINE  LOVE 2    6 

ED.  SACHS. 

WATER  LILIES          i    o 

C.  SAINTON-DOLBY. 

FLORIMEL  (FEMALE  VOICES)        2    6 

CAMILLE  SAINT-SAENS. 
THE    HEAVENS    DECLARE  —  CCELI    ENARRANT 

(PSALM  ig)  I     6 


ORATORIOS,  &c.— Continued. 


FRANK  J.  SAWYER. 
THE  STAR  IN  THE  EAST 

H.  W.  SCHARTAU. 
CHRISTMAS  HOLIDAYS         

SCHUBERT. 

MASS  IN   A  FLAT         

COMMUNION  SERVICE,  DITTO       

MASS  IN  E  FLAT      

COMMUNION  SERVICE,  DITTO        

MASS  IN  B  FLAT       

COMMUNION  SERVICE,  DITTO        

MASS  IN  C       

COMMUNION  SERVICE,  DITTO        

MASS  IN  G 

COMMUNION  SERVICE,  DITTO        

MASS  IN  F        

COMMUNION  SERVICE,  DITTO       

SONG  OF  MIRIAM  (SOL-FA  6d.)    

SCHUMANN. 

THE  MINSTREL'S  CURSE     

THE  KING'S  SON       

MIGNON'S  REQUIEM 

PARADISE  AND  THE  PERI  (SOL-FA,  is.  6d.) 

PILGRIMAGE  OF  THE  ROSE  

MANFRED         

FAUST    

ADVENT  HYMN,  "  IN  LOWLY  GUISE" 

NEW  YEAR'S  SONG  (SOL-FA,  6d.) 

H.  SCHUTZ. 
THE  PASSION  OF  OUR  LORD       

BERTRAM  LUARD  SELBY. 
CHORUSES     AND      INCIDENTAL     Music      TO 
"HELENA  IN  TROAS" 

E.  SILAS. 

MASS  IN  C       

COMMUNION  SERVICE  IN  C 

JOASH       

R.  SLOMAN. 

SUPPLICATION  AND  PRAISE 

HENRY  SMART. 

KING  RENE'S  DAUGHTER  (FEMALE  VOICES)  .. 
THE  BRIDE  OF  DUNKERRON  (SOL-FA,  is.  6d.) 

J.  M.  SMIETON. 

KING  ARTHUR  (SOL-FA,  is.)          

ARIADNE  (SOL-FA,  gd.)         

ALICE  MARY  SMITH. 

THE  RED  KING  (MEN'S  VOICES) 

THE  SONG  OF  THE  LITTLE  BALTUNQ  (DITTO) 

DITTO,  SOL-FA     

ODE  TO  THE  NORTH-EAST  WIND         

ODE  TO  THE  PASSIONS       

E.  M.  SMYTH. 
MASS  IN  D       

A.  SOMERVELL. 

MASS  IN  C  MINOR       

CHARLTON  T.  SPEER. 
THE  DAY  DREAM 
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SPOHR. 
MASS  (FIVE  SOLO  VOICES  AND  DOUBLE  CHOIR) 

HYMN  TO  ST.  CECILIA       

CALVARY  

FALL  OF  BABYLON    

LAST  JUDGMENT  (SOL-FA,  is.)      ... 
THE  CHRISTIAN'S  PRAYER 

GOD,   THOU    ART   GREAT  (SOL-FA,  6d.) 

HOW  LOVELY  ARE  THY  DWELLINGS  FAIR 
JEHOVAH,  LORD  OF  HOSTS ... 

JOHN  STAINER. 

THE  CRUCIFIXION  (SOL-FA,  gd.) 

ST.  MARY  MAGDALEN  (SOL-FA,  is.) 
THE  DAUGHTER  OF  JAIRUS  (SOL-FA,  gd.) 


C.  VILLIERS  STANFORD.  s.  d. 

EDEN  5  o 

THE  VOYAGE  OF  MAELDUNE    2  6 

CARMEN  SECULARS i  6 

THE  REVENGE  (SoL-FA,gd.)    i  6 

GOD  IS  OUR  HOPE  (PSALM  46)          2      O 

GEDIPUS  REX  (MALE  VOICES)      3  o 

THE  EUMENIDES       3  o 

THE  BATTLE  OF  THE  BALTIC       i  6 

MASS  IN  G  MAJOR      2  6 

EAST  TO  WEST          i  6 

H.  W.  STEWARDSON. 

GIDEON ..40 

J.  STORER. 

THE  TOURNAMENT 2  o 

E.  C.  SUCH. 

NARCISSUS  AND  ECHO          3  o 

GOD  is  OUR  REFUGE  (PSALM  46) ...  i  o 

ARTHUR  SULLIVAN. 
THE  GOLDEN  LEGEND  (SOL-FA,  2s.)       3    6 

ODEFORTHECOLONIALANDlNDIANEXHIBITION       I       O 

FESTIVAL  TE  DEUM i    o 

W.  TAYLOR. 

ST.  JOHN  THE  BAPTIST       4    o 

A.  GORING  THOMAS. 
THE  SUN-WORSHIPPERS     i    o 

E.  H.  THORNE. 

BE   MERCIFUL  UNTO   ME        I      O 

FERRIS  TOZER. 

KING  NEPTUNE'S  DAUGHTER  (Female  Voices)       2    6 
VAN  BREE. 

ST.  CECILIA'S  DAY  (SOL-FA,  gd.) I    o 

CHARLES  VINCENT. 

THE  VILLAGE  QUEEN  (FEMALE  VOICES)          ...    2    6 
THE  LITTLE  MERMAID         (DITTO)  ...    2    6 

W.  S.  VINNING. 

SONG  OF  THE  PASSION         i    6 

W.  M.  WAIT. 

THE  GOOD  SAMARITAN       2    o 

GOD  WITH  us 2    o 

R.  H.  WALKER. 

JERUSALEM       

R.  H.  WALTHEW. 

THE  PIED  PIPER  OF  HAMELIN      

WEBER. 

IN  CONSTANT  ORDER  (HYMN)       

MASS  IN  G  (LATIN  AND  ENGLISH) 

MASS  IN  E  FLAT       (DITTO)  

COMMUNION  SERVICE  IN  E  FLAT 

JUBILEE  CANTATA      

PRECIOSA         

THREE  SEASONS         

S.  WESLEY. 

IN  EXITU  ISRAEL        

DIXIT  DOMINUS          

S.  S.  WESLEY. 

O  LORD,  THOU  ART  MY  GOD         i    o 

J.  E.  WEST. 
SEED-TIME  AND  HARVEST 2    o 

C.  LEE  WILLIAMS. 

THE  LAST  NIGHT  AT  BETHANY  (SOL-FA,  is.)  ...    2    o 
GETHSEMANE 2    o 

THOMAS  WINGHAM. 

MASS  IN  D       3    o 

TE  DEUM  (LATIN)     i    6 

CHAS.  WOOD. 
ODE  TO  THE  WEST  WIND          i    o 

J.  M.  W.  YOUNG. 

THE  RETURN  OF  ISRAEL  TO  PALESTINE  ..26 
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Most  of  the  above  Works  may  be  had  in  paper  boards  at  6d.  each  extra,  or  handsomely 
bound  in  cloth,  with  red  or  gilt  edges,  at  is.,  is.  6d.,  or  2s.  each  extra. 


